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ABSTRACT 
 In this study, I explored the motivations of high school instrumental music 
teachers to participate in competitive jazz festivals, specifically those sponsored by the 
California Music Educators Association (CMEA) Bay Section. I was interested in 
learning the specific needs participation in competitive festivals satisfied for high school 
music educators. Based on the tenets of Self-Determination Theory (SDT), I investigated 
whether the three basic psychological needs of autonomy, competency, and relatedness 
were among the needs being satisfied. I was curious whether an individual’s background 
in jazz or any other factors had any bearing on their decision to participate. Through 
interviews teachers shared their experiences, both positive and negative, of participating 
in competitive jazz festivals. 
The following research questions guided this study: 
1. What motivates high school music teachers to participate in competitive jazz  
festivals? 
            2. What specific needs are satisfied through their participation? 
		 vii 
3. How does one’s jazz background influence motivation to participate in CMEA 
Bay Section events?    
In answering the aforementioned research questions, I chose a case study design. 
Interviews with twenty-nine high school instrumental music teachers were conducted at 
their respective work sites, except for three phone interviews and one via electronic mail.  
Five themes identified through data analysis about festivals specifically included 
feelings about competition, judging, negative feedback from adjudicators, hearing and 
seeing other groups, and a suggestion for the addition of a clinic for all participating 
groups. Six general themes about CMEA Bay Section or participants’ feelings included 
more progressive thinking, a perception that youth among adjudicators was inadequately 
represented, a notion that festivals provided opportunities for process and growth, a 
feeling that many were forced to weigh the costs versus the benefits of participation, an 
expressed feeling of isolation in the profession, and a lack of awareness on the part of 
administrators about their participation in CMEA Bay Section jazz festivals.  
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CHAPTER ONE: INTRODUCTION 
My interest in the topic of a music teacher’s motivation to participate in 
competitive jazz festivals originated from twelve years of experience as a high school 
music teacher, and experience as an adjudicator for the past twenty-four years. The first 
experience with music festivals took place at a local college with a high school jazz 
ensemble that I directed. As I rehearsed the group in the warm-up room, eagerly awaiting 
the performance, I had only experienced nervousness as a performer, not as a teacher. I 
was twenty-four years old, a first-year teacher with a little over two months of 
experience. I was nervous for myself, and nervous for my students. I wanted to do well so 
that the adjudicators would assess my abilities as a teacher favorably, and I wanted the 
same response from them regarding my students’	performance. 	
The first festival concluded with my students receiving a superior rating in both 
performance and sight-reading components, and it marked the beginning of a twelve-year 
journey of festival competition with my high school students. Not every festival 
performance went as well as the first, but I always found them beneficial. When ratings 
were less favorable, either my preparation was faulty, or the group’s execution was 
flawed. As a high school teacher, I perceived festivals as a barometer for myself more 
than a competition between my students and other high school ensembles. Based on the 
many conversations I had on this topic, my peers viewed festivals in the same way. It was 
always important for us to know that we were on the “right track”	with respect to what 
we considered effective teaching. If that could be accomplished,  a level of acceptance 
within the profession was also earned from our colleagues. 	
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I was unsure about how my students felt about the ratings received at jazz 
festivals. I assumed they probably felt better about higher than lower ratings, but tried to 
downplay that aspect. For me, the experience was more about improving as an ensemble 
and gaining a level of respect as a teacher from colleagues. It was important to me that 
concepts regarding style, improvisation, or the role of each rhythm section player in 
differing styles of jazz were being taught correctly, and my students were able to perform 
competently under the watchful eyes and critical ears of others. For that reason, I took my 
jazz ensemble to non-competitive festivals in addition to competitive festivals at least 
once or twice a year. There were two local colleges that sponsored non-competitive jazz 
festivals at their schools during my high school teaching career. Their efforts to downplay 
the competitive side of such festivals helped me gain perspective. Throughout my twelve-
year journey, the ratings and/or rewards earned became less important than the teaching 
strategies and suggestions garnered from others. 	
My motivation to participate in festivals was fueled by many concerns. Festival 
participation provided a push for my students, or ‘forced practice’ from another source 
other than myself. The city in which I taught was affluent, and recognition for a job well 
done in any venture was important to my students, their parents, and the community. As 
stated earlier, at the outset of my career I needed to feel competent as a music teacher, 
and if the ratings earned through festival participation were high a level of respect from 
others was also attained. Festivals provided a chance to see other teachers, some of whom 
were friends, and to hear their groups. Finally, there was a shared understanding about 
competition in virtually every endeavor, and I felt that my students would gain some 
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valuable musical performance experience by participating.  
A number of personal needs were met by participating in festivals. First, the 
decision to go was mine alone; there were no edicts or expectations from site or district 
administrators to participate. I was intrinsically motivated to participate, but also 
extrinsically motivated to a lesser extent because of the possibility of recognition or an 
award.  The activity itself provided enough impetus for me to participate; the festival 
would give me an idea how I was doing as a teacher and how my group was doing, the 
ratings evaluated their progress, and I was able to hear other groups. A panel of 
adjudicators provided critiques of our performance, and I assumed that their feedback 
would be helpful and constructive. Second, my feelings of competence were either 
strengthened or weakened, depending on the outcome. My sense of competence was 
further elevated if the ratings were high. Rewards and recognition were not the primary 
reason for going, but they were greatly appreciated when they occurred. Third, the social 
aspect of hearing and seeing other groups was also very important to me.  
With respect to festival competitions, there appears to be much at stake for music 
teachers and their programs. A teacher’s motivation is not always self-propelled, and can 
be attributed to forces that are philosophical, societal, and/or cultural (Roth, 2014). In the 
next section, I will discuss the concept of motivation to provide a context for the many 
components of competition in music education.	
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Motivation	
O’Neil and Drillings (1994) posited that human motivation was uniquely 
individual, guided by one’s needs and abilities to function in a particular activity as well 
as the environment. Knowledge and feelings about an activity, an individual’s cognitive 
and affective domains, were primary. These cognitive and affective domains were 
referred to as the trait and state of the individual. While task difficulty and content were 
two important environmental factors with respect to motivation, none were more 
important than other people. Social intervention played a role in an individual’s 
confidence, persistence, and willingness to take risks. For example, music educators may 
participate in competitions based on the feelings and experiences of their colleagues.  
Similarities of motivational thought processes were discussed by McCombs 
(1994), who posited that motivation was encapsulated in the will, skill, and social support 
each individual possessed. An individual’s will, including one’s sense of well-being and 
confidence, was enhanced by skill, or cognitive competency. The will of an individual 
and skill were further developed by personal relationships, and feedback from individual 
support systems. 	
Are individuals motivated by pure enjoyment, interest, and satisfaction or are they 
motivated by potential rewards? The answer to this question, in part, is determined by 
whether one is intrinsically or extrinsically motivated. In the sections that follow, I 
discuss the concepts that define intrinsic and extrinsic motivation, and the important 
distinction that they need not be mutually exclusive. 	
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Intrinsic Motivation	
Maslow (1968), one of the earliest motivational theorists, suggested that the arts, 
specifically music, dancing, and rhythm, were excellent vehicles for people to discover 
their identities. For Maslow, self-actualization was the peak of the hierarchical model of 
human needs. These types of activities triggered one’s central nervous system and 
emotions, and helped individuals discover what was meaningful to them. Maslow stated:	
Effective education in music, education in art, education in dancing and rhythm, 
is intrinsically far closer than the core curriculum to intrinsic education of the 
kind I am talking about, of learning one’s identity as an essential part of 
education. If education doesn’t do that, it is useless. (p. 171)   
 
Because the arts activated emotional stimulation within us, what Maslow called the 
“impulse voices,”	(p. 169) it could also lead one toward their own individual identity 
discovery.  
Sansome and Harackiewicz (2000) suggested that intrinsic motivation occurred 
when an activity fulfilled “basic human needs for competence and control, which made 
the activity interesting and likely to be performed for its own sake rather than as a means 
to an end”	(p. 444). One’s personal decision-making and interest evoked future forays in a 
given activity; potential rewards became less important.	
There were three key elements that enhanced intrinsic motivation according to 
Shields and Bredemeier (2009), namely competence, connection, and control. 
Competence referred to the conjoining of a person’s ability level and the task at hand. An 
individual’s feelings of competence arose at the mid-point between an activity that was 
either too boring or too difficult. Connection referred to one’s sense of belonging; the 
fundamental need to build relationships with people that was based on love and/or 
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friendship. Control referred to one’s ability to make independent choices, and maintain 
one’s free will. 	
In a similar vein, Self-Determination Theory (SDT) posited that in order to thrive 
as human beings, three basic psychological needs must be satisfied, namely autonomy, 
competence, and relatedness. In Chapter Two, I provide a more complete description of 
SDT, the theoretical framework I have chosen for this study, and its five mini-theories. 
SDT was developed through research conducted by Deci and Ryan (1985). When the 
three basic psychological needs were fulfilled, a sense of emotional well-being was also 
enhanced. Individual choices, as opposed to those that were dictated, were an expression 
of one’s self, and represented interests and values. A sense of competence was ensured 
when individual capacities were challenged and demonstrated. Finally, relatedness was 
concerned with the ability to feel connected to individuals and the greater community. 	
Extrinsic Motivation	
On the other side of the motivation spectrum was extrinsic motivation, or 
motivation regulated by rewards or punishments. There were four types of extrinsic 
motivation, namely chosen, embraced, accepted, and imposed according to Shields and 
Bredemeier (2009). Among the four types of extrinsic motivation, two were deemed 
positive. The first two categories represented positive forms of extrinsic motivation; each 
focused on improved competence and personal choice. The final two categories 
represented negative forms of extrinsic motivation; each one yielded control of an 
activity to an external force and an absence of personal choice. For music educators, 
external forces might include administrators, parents, and/or colleagues. Administrators 
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could pressure teachers to participate in competitive activities as a way of assessing their 
ability, parents could expect teachers to compete in order to bring prestige to the school 
and their children, and colleagues might create a sense of obligation or peer pressure to 
participate.	
Rather than discussing the relative importance of intrinsic motivation versus 
extrinsic motivation, it might be more productive to look at ways in which each 
complement each other. Sansome and Harackiewicz (2000) suggested that it was no 
longer necessary to separate intrinsic and extrinsic motivation, but to look at ways that 
each contributed to activity choices in the short and long term, persistence over time with 
respect to a given activity, scholastic achievement, and ingenuity. They stated:	
As knowledge has accumulated from the pioneering efforts of the early research 
through newer voices in the field, it is no longer necessary or desirable to frame 
questions in terms of whether certain factors have positive or negative effects on 
motivation or performance. Instead, the greatest impact comes from asking how 
the effects occur. (p. 452)		
For a music educator, the incentive of a potential reward or trophy at competitive jazz 
festivals could serve as a motivational tool for not only her/himself, but also their 
students. Perhaps the value of a competitive jazz festival was enhanced by the presence 
of a potential reward. In the section that follows, I discuss competition from its roots in 
American society to its role in music education.	
Foundations of Competition	
We live in a competitive world. Competition permeates every aspect of human 
lives from the workplace, to athletic fields, and to classrooms. For example, people 
compete for jobs, salaries, and promotions; athletes, from youth to professional levels, 
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compete throughout the year in a variety of sports; and students compete for grades, test 
scores, and undergraduate and graduate school admission.  
Galbraith (1984) noted that much of America’s preoccupation with competition 
was rooted in Social Darwinism, a nineteenth century English theory espoused by 
Charles Darwin and Herbert Spencer who claimed that only the fittest would survive. In 
America, where these theories flourished, it was a time marked by great wealth for some 
and widespread poverty for others. 	
Kohn (1992) called capitalism “the heart of competitiveness in American society”	
(p. 70).  He wrote, “competition may be an integral part of certain institutions in 
contemporary Western society, such as capitalism, but it is clearly not an unavoidable 
consequence of life itself”	(p. 38). Kohn traced the development of competition in 
society, and criticized many aspects of competition. Kohn believed that competition 
interfered with one’s ability to increase one’s level of performance, it stressed the notion 
of winning rather than simply doing well, and it had the potential to be both 
psychologically demoralizing and ethically misguided. Kohn’s final point regarding 
ethics in competition centered on the premise of “mutually exclusive goal attainment 
(MEGA). One person succeeds only if another person does not”	(p. 9). In his opinion, 
energy was wasted on making sure others lose in competitive activities; relationships 
were fractured because hostility was emphasized over cooperation. 	
Competition in Music Education	
Competitive structures in music education have existed for nearly one hundred 
years (Burdett, 1985). The School Band Tournament of 1923 began as a competition 
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among mid-Western high school bands, conceived in part to promote sales and increase 
profits among band instrument manufacturers, developed into a nationwide phenomenon. 
In spite of all the changes made in contests and ratings, the struggle between educational 
versus competitive focus in music education has continued (Burdett, 1985; Miller, 1994). 
At these competitions, musical groups were judged on their performance based on a 
rubric established by the sponsoring organization. In many states, this was the affiliate of 
the Music Educators National Conference (MENC) which is now called the National 
Association for Music Education (NAfME). Strong opinions on both sides of the issue 
have raged on; some felt that competition was simply a part of life, including the music 
education landscape (Buyer, 2005; McLain, 2011; Rohrer, 2002) while others felt that 
competition in music education had been downgraded to an athletic event where winning 
had become all-consuming (Austin, 1990). Burdett (1985) and Rohrer (2002) noted that 
in spite of all the arguments against competition, it has continued to flourish. 	
The positive effects of competition in music education included their political 
effect on school administrators, the effectiveness of competition as a valuable teaching 
tool, their use in the growth and enhancement of esprit de corps and performance 
standards, their motivational effect, and for the comments and feedback provided to 
music educators from adjudicators (McLain, 2011). Buyer (2005) and Rohrer (2002) 
suggested that music competitions fostered a sense of teamwork and collaboration in 
order to achieve common goal, not unlike the feelings expressed by athletes with respect 
to their own successes in competitive events. Competitions provided an opportunity for 
students and teachers to hear other groups, created an environment where students 
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learned to perform under pressure, and allowed opportunities for students to meet peers 
with similar artistic interests (Ponick et al., 2001). 	
Despite the positive reasons for the inclusion of competitions in music education, 
there were those who opposed the notion altogether. Among the negative aspects of 
competition in music education included the contention that students and directors of 
school ensembles were not competing against a standard of performance, but rather 
against each other (Miller, 1993). In this process, a ranking of schools and their music 
teachers was established. High ratings earned at contests enhanced a school’s prestige, its 
administration, and the community it represents, but if ratings earned were less than 
stellar, the ratings could have a detrimental effect on the aforementioned entities as well 
as a music teacher’s job security. Miller (1993) suggested that the basis of contests had 
little to do with musical aptitude and achievement and wrote:	
Though it remains unspoken, everyone knows that the goal is not to make good 
music for music’s sake, nor is it to instill students with either the skills or desire to 
become musicians. The ultimate goal is to be good enough on three pieces of 
music to beat out the competition for a I rating. (p. 142)		
Austin’s (1990) study focused on competitive structures in music education sharing that 
when winning was central it was difficult to separate the classroom from the athletic 
field. Austin stated:	
Well-meaning rhetoric continues to surround competitive music events, but in the 
final analysis, education appears to be a serendipitous byproduct, rather than a 
primary goal, for the many teachers and students who cling to contest outcomes 
for social status or material rewards. (p. 22) 	
 
Austin advocated for cooperative goal structures where “students work with each 
other toward a common goal”	(p. 25), a realistic objective for any music ensemble, but 
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suggested that the notion of competition could negatively influence and affect teachers to 
a greater degree than students. For example, the internal need for recognition and 
professional advancement could lead a teacher to pursue competitive opportunities. 
External forces such as those from school administrators or the community could 
influence a teacher’s decision to have their music ensembles participate in competitions.	
Lautzenheiser (2012) warned that competition led to inevitable comparisons 
among teachers, students, and schools. The author suggested a process over product 
approach in competitive arenas where intrinsic rather than extrinsic value of competitions 
became the emphasis along with the goal of striving for elevated musicianship in 
performance. Lautzenheiser believed that fostering individual competence with the intent 
of improving the quality an ensemble’s performance should be the focal points in 
competitive situations rather than a trophy to be won or the defeat of a neighboring 
school.	
Thus, differing viewpoints regarding competition in music education have co-
existed where contests were perceived as being either beneficial or detrimental to music 
programs. For example, an individual may contend that competitive structures were 
essential and valuable for them and their students. Competitions complemented their 
beliefs in objectives, values, and excellence in performance; ratings earned and feedback 
received from adjudicators at such events positively affected their self-efficacy and 
emotional welfare. Conversely, an individual may believe that competitive structures 
were unnecessary in music education; they were at odds with their beliefs, and the ratings 
earned and feedback teachers received from adjudicators were deemed either unhelpful or 
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degrading for them. The decision to participate in contests and festivals incorporated an 
individual’s thought processes and possibly a number of other factors, both musical and 
non-musical as well. Musical factors such as teacher training, knowledge of 
improvisation, validity of adjudication, or the quality of the feeder program might be 
considered. Non-musical issues such as trepidation over festival ratings being used as a 
form of assessment by administrators, parental involvement, funding, scheduling, culture 
or others may have played a role in their decision.  
One of the positive aspects of CMEA Bay Section festivals was that participating 
groups were judged against a rubric rather than each other. Ratings were given and scores 
were posted for all groups. Unfortunately, some teachers have long perceived CMEA Bay 
Section festivals as a competition between schools in their own minds, and have used 
their successes as forms of affectation with colleagues. Deci and Ryan (1985) referred to 
this as ego-involvement in competition. Results were aligned with one’s self-esteem, and 
the need to win was essential to its preservation. The notion of healthy competition 
addressed earlier was echoed by the authors, and labeled as indirect competition. Indirect 
competition was defined as the challenge of achieving a high-level of performance “against an impersonal standard such as one’s best previous performance or the 
performance norms for one’s ability level” (p. 321). The authors labeled unhealthy 
competition as direct competition, where one succeeded at the expense of another’s 
failures. 	
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Statement of Research Problem	
Whether it is an impending audition, election, debate, athletic event, spelling bee, 
or examination, competition comprises a part of life for nearly everyone. One’s 
participation is fueled by needs and interests and future participation in such activities 
can often depend on the outcome. 	
I was curious whether their motivation was intrinsic, extrinsic, or a combination 
of both, and whether educators felt pressure to participate because of competition’s deep 
roots in American societal values and general presence. I was interested in learning what 
specific needs were satisfied through their participation, and from their comments, draw 
some conclusions about the effectiveness of the competitions themselves, and the quality 
of feedback teachers received from adjudicators. I suspected that need satisfaction, 
perceived effectiveness of festivals, and quality of feedback might play a role in a 
teacher’s motivation.		
Rationale for the Study	
Burdett (1985) and Rohrer (2002) discussed the paradox regarding competitions 
in music education; they were both simultaneously popular and controversial. Music 
teachers were faced with the challenge of planning and programming activities and 
concerts for their students throughout the academic year. For some, competitions played a 
major or lesser role in such planning. 	
Much of the research regarding competition in music education has focused on 
band and marching band, with little or no research focused on jazz competitions. Hurst 
(1994) surveyed band directors nationwide, and found that clinic band, marching band, 
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and band competitions were among the most attended. The competitive activities 
included in the study were: clinic band (i.e., all-district, all-county, or all-state bands that 
require competitive auditions in order to be accepted), concert band, solo/ensemble, 
marching band, sight-reading, and jazz. Jazz festivals were the least attended among all 
competitive activities. Only 48% of respondents attended a jazz festival, while 93% 
attended clinic band festivals and 85% attended concert band festivals. Hurst found that 
the expectations of the administration, parents, and the community were the lowest for 
jazz ensemble competitions. I was curious how CMEA Bay Section jazz festivals were 
perceived by attendees, how they were viewed by other constituents in their respective 
teaching environments, and what impact each had on their motivation to participate. 	
Miller (1993) argued that competitions were void of creativity and individualism, 
but neglected to include jazz improvisation in the discussion where creativity and 
individualism were hallmarks of the idiom (Ake, 1998; Alperson, 1984; Azzara, 2002; 
Gioia, 1989; Mantie, 2008; Prouty, 2002). This was an element that made competition in 
jazz, and other ensembles that included improvisation in their performances, unique from 
all others. If one of the primary complaints against competitions was that too much 
attention was focused on playing three selections for a panel of judges, all played 
basically the same with little or no variation, then jazz and other improvised music stood 
alone in that regard. Within each selection, there was an opportunity for students to 
showcase their own talent and creativity through improvisation.  	
McLain (2011) outlined research efforts in music education regarding 
competition. McLain wrote, “research efforts have been diffused by examining the issue 
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using numerous measures in three competitive settings: marching band, concert band, and 
solo/ensemble festivals”	(p. 7). McLain suggested that in spite of the negativism 
associated with competitions they continue to flourish and remain popular among music 
educators, but “research efforts have not adequately explained the motivation behind this 
phenomena”	(p. 7). I studied motivation specifically from the point of view of the teacher 
who chose to participate in competitive jazz festivals, an area of research that has largely 
been ignored (Butler, 2014; Roth, 2014). I was curious whether or not teachers made 
their decision independently, and what they found beneficial or detrimental about the 
activity. I was curious what role potential rewards played in their decision, and how 
lower than anticipated ratings affected them. I was interested in the specific needs that 
were fulfilled through participation.	
This study contributed to the existing literature on competition in music education 
in two ways: 1) it placed jazz at the forefront of the discussion regarding competition in 
music education; and 2) it focused on motivation from a teacher’s perspective. Much has 
been written about the slow acceptance of jazz in secondary and tertiary curricula 
(Alperson, 1987; Baker, 1979; Dobbins, 1988; Gioia, 1989; Mark, 1987; Prouty, 2008). I 
was curious whether the slow acceptance of jazz had an effect on a teacher’s	self-efficacy 
with respect to teaching jazz, and if that played a role in a teacher’s motivation to 
participate in competitive jazz festivals. I was curious if teachers who participated in jazz 
festivals were confident in their abilities to teach jazz or if their participation was fueled 
in part to receive some feedback regarding teaching strategies and concepts that could 
supplement their knowledge. 	
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Hallam (2002) and McLain (2011) also suggested that much of the research 
regarding motivation in music education neglected the teacher. High school students 
often decided to pursue other academic or vocational interests upon their matriculation, 
while teachers represented a constant in classrooms from year to year. By not consulting 
teachers and inquiring about their motivation, I believe a disservice was directed to not 
only them but to education in general. If a teacher lacked motivation to teach, the 
students’ ability to learn could be compromised. Secondly, understanding why teachers 
pursued one activity versus another would seemingly be important to students, their 
parents, the community, and to the site and district administrators. The varied 
constituents would gain some valuable information about the teacher, and what she/he 
valued most in educational activities.  
Kasser (2002) suggested that values were manifestations of needs. Values 
represented avenues for future growth prompted by our ever-changing needs. Thus, one 
activity could resonate more with one teacher than another depending on the areas of 
future growth the teacher had envisioned for her/himself. Participation in various 
activities could provide an administrator with a glimpse into a teacher’s particular 
motivation. These activities could offer feedback, rewards, or recognition that they were 
not receiving from their own site/district administration. 	
Purpose of the Study	
	 I hoped to gain a better understanding of what motivated high school instrumental 
music teacher’s to participate in competitive jazz festivals. Based on the tenets of Self-
Determination Theory (SDT), I investigated whether the three basic psychological needs 
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of autonomy, competency, and relatedness were among the needs being satisfied through 
their participation in competitive jazz festivals. I sought to explore what role their 
training or other factors such as their own goals and aspirations, the school administration 
or parents of their students, their peers, or the feedback they received from adjudicators 
played in their decision. Through the interviews, I hoped to more fully grasp whether or 
not the experience of participating in competitive jazz festivals was perceived as 
worthwhile for high school music educators and their students.	
Research Questions	
	 The following questions guided this study:	
 1. What motivates high school music teachers to participate in competitive 	
 jazz festivals? 
 2. What specific needs are satisfied through their participation?	
 3. How does one’s jazz background influence motivation to participate in CMEA 
Bay Section events?	
Chapter Summary	
	 In this chapter, I examined motivation and the theory I used as a framework for 
the study in general terms, and in terms of intrinsic and extrinsic motivation. I provided a 
background of competition that was steeped in the values that define American society. 
Competition was present in every aspect of peoples’ lives, and as some have stated, it was 
literally everywhere. Competition in music education was also widespread. The roots of 
competitive structures in music education have extended nearly one hundred years, and 
have been marked by both popularity and controversy. 	
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 Much of the research regarding competitions has centered on marching bands and 
concert groups with very little attention to jazz ensembles. In this study, I focused on the 
motivation to attend jazz competitions from a teacher’s perspective, and gathered 
information from those who have shared the experience. Using SDT as a theoretical 
framework, I hoped to learn what specific needs were satisfied through participation, and 
whether autonomy, competence, or relatedness, the three basic psychological needs of 
SDT, were among them. 	
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CHAPTER TWO: REVIEW OF LITERATURE 
 The review of literature is divided into two parts: Foundations and Contexts. In 
the first part I begin with the history of needs based motivation theories to provide a 
foundation for the main tenets of Self-Determination Theory (SDT) as a theoretical lens 
for this study. I provide an overview of Self-Determination Theory including the 
overarching meta-theory, its five mini-theories, concepts that have evolved from the 
theory, arguments against SDT, and a look at how researchers from various disciplines 
including music education have studied SDT. In the second part I discuss literature 
related to my topic that provide context and support for this investigation. I use the 
following themes for this section of my review: intrinsic and extrinsic motivation; 
motivation in music education; teacher training; and jazz improvisation.  
Part One: Foundations 
 As I conducted my review of literature I determined the fundamental question 
with respect to motivation: What makes an individual pursue a particular activity? Using 
this as a guide, I realized that actions were affected by internal and external factors, 
including one’s individual personality and the environment (Maehr, Pintrich, & 
Linnenbrink, 2002). Internal factors included both affective and cognitive domains that 
guided goal selection and shaped values. These two domains represented an individual’s 
emotions and knowledge, respectively. External factors included relationships, both 
intimate and collegial. In the section that follows, I will provide an overview of 
motivation, and its importance in education.  
 The word motivation is derived from the Latin verb movere, which means to 
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move (Steers, Mowday, & Shapiro 2004). Regarding motivation and its place in 
education, Covington (2000) cited Terrel Bell, Secretary of Education in President 
Ronald Reagan’s administration, who said, “There are three things to remember about 
education. The first is motivation. The second one is motivation. The third one is 
motivation” (p. 171). Scholars have noted that motivation is essential and fundamental to 
the education process (Austin, 1988; Deci & Ryan, 2002; Hallam, 2002; Maehr et al., 
2002; Maslow, 1968; McClelland, 1961; Reeve, 2002; Schmidt, 2005; Sheldon, 1994; 
Shields & Bredemeier, 2009). 
 Hallam (2002) suggested that theories of motivation fell into three major 
groupings: 1) those that focused on the individual; 2) those that focused on the 
environment; and 3) those that combined both the individual and the environment. 
According to Hallam (2002) factors that influenced a person’s individual motivation 
included personality, concept of self, and the accomplishment of personal goals. 
Environmental factors included society, culture, peers, family, punishments, and/or 
rewards. The author warned that these goals must be realistic and appropriate; there were 
pitfalls in setting goals that were too easily accomplished or too challenging. Challenge 
must be balanced with ability acquired, and if that can be achieved, a person will “derive 
pleasure from the work and continue with it” (p. 228). Hallam (2002) pointed to the fact 
that this phenomenon paralleled Csikszentmihalyi’s (1975) concept of flow: an 
individual’s total absorption in an activity, where ability and demands of task were 
conjoined. Finally, music educators must provide meaningful and educational 
performance opportunities for their students and themselves that take into account when 
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they will occur, how often, and at which location or venue.  
 Tieso (1999) suggested that if motivation was essential to the education process, 
the role of the teacher in this process was fundamental. Csikszentmihalyi, Rathmunde, 
and Whalen (1997) outlined three areas that teachers could impact students’ lives. First, 
teachers were able to serve as role models, both morally and professionally. Students 
benefited from a teacher who was nurturing and caring, who was not hesitant to take a 
moral stand, and who was not afraid to help them see the important differences between 
right and wrong. Tieso (1999) argued that students needed this sort of direction to either 
reinforce what they receive or replace what they do not receive in their home 
environment. High school students in rural areas were especially susceptible to rigid 
ideas about the world around them. Differing views were not necessarily imposed on 
students, but it was important for a teacher to articulate that other points of view other 
than theirs existed. Secondly, students were excited by stories told by their teachers, such 
as travel to new and exotic locations, courses taken, or creative pursuits. Students were 
able to travel, albeit vicariously, to interesting destinations throughout the world. 
Students informally studied history, the arts, economics and/or culture with 
remembrances and tales of interesting locales, exciting destinations and/or performances, 
the exchange of currency between one country and another, or language barriers. Classes 
taken by teachers provided important professional development or simply growth in 
another discipline or personal interest. Information gathered and learned in these 
situations fostered their teaching environment, whether it was manifested in teaching 
techniques or through stories of human interest. Participation in creative endeavors such 
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as concerts, art exhibits, or community theater productions provided an opportunity for 
teachers to escape from their own comfort zones, and allowed their students to see them 
as performers. The final characteristic focused on teachers who were able to discern and 
perceive the changing needs of their students. Changes in students’ moods were seen as 
warning signs. Tieso (1999) wrote, “teachers must transcend the perception that their job 
is simply to teach content; their job is also to teach students” (p. 4).  
Maehr et al. (2002) wrote that in order to understand motivation one must study 
“observable behaviors that reflect engagement in a particular activity” (p. 348). Four 
patterns of action accompanied one’s motivation, including preference, intensity, 
persistence, and quality of engagement. Each represented a deeper level of motivational 
behavior than its predecessor, and for the aspiring musician, these behavior patterns 
represented the decision to simply play one’s chosen instrument instead of doing 
something else (preference) to practicing difficult passages until they can be played 
correctly (quality of engagement). The same behavior patterns were at play in academic 
pursuits. Taken a step further, music educators’ behavior and teaching methods could be 
placed along this continuum as well. For example, will a music teacher actually choose to 
analyze and improve his/her teaching methods, or simply go through the motions? Will 
intensity levels increase/decrease based on desired musical outcomes? Will he/she persist 
in getting the most from themselves and their students, or surrender to mediocrity? Will 
the quality of engagement produce the desired technical mastery and musical outcome?  
Maehr et al. (2002) believed that actions were indicators for motivation, but two 
psychological systems were also at play in the study of motivation. They included affect, 
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how an individual felt or thought about an activity, and cognition, the effect of learning 
on behavior. Emotional attachment provides clues to a person’s interest in or anxiety 
about a particular activity. Greek philosophy provided the roots of motivation in 
hedonism, which promoted pleasure and the avoidance of pain. The earliest theories of 
motivation were grounded in individual basic needs for survival (i.e., food and shelter). 
As researchers continued to study motivation, the focus of individual or internal needs as 
behavior motivators shifted to external or environmental forces. In the next section I will 
provide further context via a discussion of the history and foundations of needs based 
motivation theories, from its roots to contemporary thought.  
Needs Based Theories of Motivation 
Freud explained human motivation as being fueled by sexual and aggressive 
forces (Deci & Ryan, 1985). Maslow (1943) suggested a hierarchical priority of general 
but also more encompassing human needs. These included physiological needs for basic 
human health, but also safety, love, esteem, and self-actualization. Maslow contended 
that achieving the height of self-actualization had severe restrictions and wrote, “clear 
emergence of this need rests upon prior satisfaction of physiological, safety, love, and 
esteem needs” (p. 383). Maslow viewed self-esteem as being representative of one’s 
achievement and individual capacity, but also of respect garnered from others.  
Herzberg et al. (1959) analyzed needs in the workplace in a two-factor theory that pitted 
personal satisfaction against other factors such as interpersonal relations, supervision, 
working conditions, status, salary, and fringe benefits. The authors referred to these other 
factors hygiene factors, because like hygiene, its presence did not guarantee health, but 
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the absence of personal hygiene contributed to health deterioration. Regarding hygiene, 
the authors wrote “It is not a curative; it is, rather, a preventive” (p. 113). Individual job 
satisfaction was related to completion of tasks, while dissatisfaction was related to 
conditions surrounding the job. Performance and completion of tasks provided the 
rewards necessary for continued aspiration reinforcement. They wrote, “Man tends to 
actualize himself in every area of his life, and his job is one of the most important areas. 
The conditions that surround the doing of the job cannot give him this satisfaction; they 
do not have this potentiality” (p. 114). Along the lines of Maslow’s (1943) hierarchical 
needs theory, the authors believed that personal satisfaction in the workplace led to self-
actualization. Self-actualization occupied the highest tier of personal achievement.   
In response to Maslow’s (1943) hierarchical needs theory, Alderfer (1972) 
developed ERG theory, an acronym for three types of core human needs: existence, 
relatedness, and growth. Alderfer’s concept of existence incorporated many of the needs 
Maslow discussed in his theory, specifically those that related to physiological needs, 
personal safety, and financial stability. The process of satisfying such needs was 
described as competitive. Relatedness paralleled both social need and the external effect 
of others on self-esteem discussed earlier. Human relationships and social acceptance 
occupied the core of Alderfer’s concept of relatedness, and included relationships with 
individuals and groups. The process of satisfying these needs was described as 
cooperative. Growth, in Alderfer’s opinion, was similar to Maslow’s self-actualization 
need. It represented the highest level need in ERG theory as well, and focused primarily 
on individual intrinsic motivation for personal development. Alderfer and Guzzo (1979) 
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wrote, “Individual growth proceeds in cycles of differentiation, during which people 
develop more complex awareness of themselves, and integration, during which people 
consolidate their many parts into a whole” (p. 347). Growth was thus deemed more 
personal and unique to each person than existence or relatedness. 
  Murray et al. (1938) developed a list of primary (viscerogenic) and secondary 
(psychogenic) human needs. The first four motives pertained to behaviors regarding 
possession of inanimate objects, and included acquisition, order, retention, and 
construction. The next three motives related to ambition, namely achievement, exhibition, 
and recognition. In contrast to the achievement motives were motives geared to 
defending individual status and avoiding humiliation, labeled infavoidance, defendance, 
and counteraction. The following six motives defined human power, and included both 
the ability to lead or willingness to follow. Murray characterized them as abasement, 
autonomy, aggression, blame-avoidance, deference, and dominance. Blame-avoidance 
addressed an individual's need to remain a member of their culture, and "to avoid blame 
or punishment by inhibiting asocial or unconventional impulses" (p. 83). The subsequent 
four motives explored affection, and included affiliation, rejection, nurturance, and 
sympathy. Murray included play in his motives, albeit reluctantly. The final two motives 
related to learning and teaching: cognizance and exposition. Cognizance referred to an 
individual’s desire to learn, and the acquisition of new skills. Exposition referred to 
teaching, and the sharing of one’s knowledge with others.   
 McClelland (1961) linked human motivation to economic growth and the rise of 
capitalism. McClelland stated, “Basically, the economist’s model of development is a 
		
26 
rational one in which enlightened self-interest of man converts pressures acting on the 
economic system from inside or outside into activities resulting in greater productivity or 
wealth” (p. 9). The author suggested that the Protestant Reformation and the values 
promoted by the religion might have influenced motivation and economic growth, a view 
that was shared by Heine (2007). McClelland’s (1961) theory was based on achievement, 
affiliation, and power and their impact on economic growth. Achievement was controlled 
by desires for knowledge, power, and approval. Affiliation was concerned with the 
establishment and nurturing of relationships. Because affiliation was also related to one’s 
desire to procreate, McClelland believed it could effect population growth and economic 
growth. Power, or the concept of influencing people, was related to economic growth 
when “political means [were] used to achieve economic or other ends” (p. 168). 
Acquisition of power was therefore closely associated with totalitarianism. McClelland 
also acknowledged psychological and sociological explanations for economic growth 
including consumption of goods, competition, achieved status, and physical inheritance. 
  Deci and Ryan (1985, 2002) developed Self-Determination Theory (SDT). The 
theory evolved over three decades of study, and incorporated five mini-theories, namely 
cognitive evaluation, organismic integration, causality orientation, basic needs, and goal 
content theories. SDT focused on intrinsic motivation as a foundational human goal 
because it was always self-determined. SDT reinforced human needs as well, specifically 
one’s need for competence, relatedness, and autonomy. Competence was related to one’s 
feelings of effectiveness that led to setting of goals and challenges to promote confidence 
and stability. Relatedness referred to an individual’s feeling connected to and accepted by 
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others. Autonomy was related to individual responsibility regarding behavior, values, and 
independent thought. In their opinion, a number of benefits could be achieved if SDT 
needs were met, including effective performance, job satisfaction, and a positive attitude. 
Deci and Ryan wrote, “The concept of basic psychological needs for competence, 
autonomy, and relatedness serves to define those contextual factors that tend to support 
versus undermine motivation, performance, and well-being” (p. 27).  
 Tracing the history of needs based motivation theories assisted me in making a 
decision regarding the theoretical framework for this study: Self-Determination Theory 
(SDT). In the following sections I outlined the important tenets and concepts that defined 
SDT, including its overarching meta-theory and five mini-theories.   
Motivation Theory for this Study 
 Deci and Ryan (1985, 2002) believed that the study of motivation included two 
important elements: energy and direction. Energy was the precursor to an individual’s 
behavior, and focused on needs. Needs were classified as both physiological (internal) or 
having emanated from interactions with others or the environment (external). Direction 
was concerned with the processes that gave meaning to internal and external needs, and 
guided one’s behavior. Deci and Ryan believed that some cognitive theorists ignored the 
energy element in motivation, that is, the need that initiated the behavior. While they 
credited early theorists with recognizing an energy force in their motivational system, 
many others have focused largely on outcomes. They believed that “the lack of attention 
to energy puts these cognitive theories more in the operant tradition than in the 
motivational tradition” (p. 214).  
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Deci and Ryan (1985) suggested another area of deficiency in cognitive theories, 
namely that no distinction was made between goal selection that was chosen or invoked. 
They wrote: 
In other words, when environmental circumstances and/or the strength of one’s 
causality orientations lead one to be non-self-determined, to be controlled by 
environmental forces or internally controlling events, the cognitive models treat 
the behavior in the same way as when the environment and the person’s 
orientations permit genuine choice. (p. 228) 
 
The three basic psychological needs for competence, autonomy, and relatedness were 
essential to understanding both the content (what) and process (why) of goals sought. 
SDT combined a motive based on a particular need that affected intrinsic motivation. 
Emotions played a role as well; how one felt about an activity influenced their interest 
and behavior. Goal selection, based on a personal view of competence and the 
appropriate level of challenge, guided one’s goal-directed behavior. When the motive 
was realized, the motivational processes concluded.  
To be one’s best self, Deci and Ryan (1985) suggested that each of us must not 
only manage and direct internal emotions and needs, but those presented to us from the 
environment as well. Deci and Ryan wrote, “Simply stated, then, the field of motivation 
explores all aspects of an organism’s needs and the processes and structures that relate 
those needs to behavior; motivational theories organize the findings of those 
explorations” (p. 3). The processes of which they spoke included both affective and 
cognitive domains in humans, how we felt and what we have learned.  
As stated earlier, Self-Determination Theory (SDT) focused on the satisfaction of 
three basic psychological needs: competence; autonomy; and relatedness (Deci & Ryan, 
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1985). One’s sense of confidence in their abilities, their aptitude for having made their 
own choices, and desire for possessing a feeling that they belonged in their respective 
environments were central to the theory. Competence centered on the maintenance and/or 
growth of an individual’s capacities. Deci and Ryan (2002) defined competence as “a felt 
sense of confidence and effectance in action” (p. 7). Positive feedback was an essential 
element in one’s sense of competence, and enhanced one’s intrinsic motivation as well 
(Ryan & Deci, 2000). Autonomy referred to the origin of one’s particular behavior, and 
in SDT, an individual’s behavior must be self-initiated. Deci and Ryan (2002) suggested 
that one’s behavior could be void of autonomy and driven by others. Compliance or 
obedience described such tendencies rather than self-directed action. Personal 
endorsement of an action that was chosen or suggested by others was most important. 
Autonomy contributed towards one’s intrinsic motivation as well; threats, surveillance, 
evaluation, and deadlines undermined intrinsic motivation (Ryan & Deci, 2000). 
Relatedness focused on an individual’s need for acceptance. Deci and Ryan (2002) called 
relatedness a reflection of “the homonomous aspect of the integrative tendency of life, the 
tendency to connect with and be integral to and accepted by others” (p. 7). Relatedness 
contributed to one’s intrinsic motivation, albeit more distally (Ryan & Deci, 2000). Ryan 
and Deci (2000) outlined several studies with young children that associated exploratory 
behavior with attachment and security. Individuals tended to explore when they felt safe 
and secure in their environment.  
Motivational theories were either mechanistic or organismic (Deci & Ryan, 
1985). Mechanistic motivational theories viewed humans as being fundamentally passive; 
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their behavior was dictated by the interaction of psychological needs and environmental 
forces. On the other hand, organismic motivational theories viewed humans as being 
active organisms; their behavior was self-directed and volitional guided by the basic 
psychological needs of competence, autonomy, and relatedness.  
Meta-Theory of SDT 
The overarching meta-theory of SDT was referred to as the Organismic Dialectic 
Theory (Deci & Ryan, 1985), where humans took an active approach in mastering the 
internal (needs and drives) and external (environmental) forces within themselves. Deci 
and Ryan (1985) wrote, “In mastering these forces, human beings integrate them into the 
internal, unified structure called self” (p. 8). Satisfaction of these needs also promoted 
one’s general health and well-being. This concept was closely related to Maslow’s (1943) 
contention that in order to reach the height of human achievement, or self-actualization, 
physiological and psychological needs had to be satisfied. Deci and Ryan (2002) used the 
terms hedonic and eudaimonic to describe levels of a human’s well-being. Of the two, 
eudaimonic well-being was preferred because it extended beyond simple happiness. It 
included the pursuit and realization of “meaningful relationships, personal growth, and 
community contributions” (p. 323), and not merely short-term goals such as wealth and 
fame. 
Five Mini-Theories of SDT 
Five mini-theories served as important components to SDT: Cognitive Evaluation 
Theory (CET); Organismic Integration Theory (OIT); Causality Orientations Theory 
(COT); Basic Psychological Needs Theory (BPNT); and Goal Contents Theory (GCT).  
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CET was developed to study the effects of extrinsic rewards on intrinsic motivation. 
Several studies investigated the effects of monetary rewards, avoidance of punishment, 
awards, tokens, food, toys, and prizes on intrinsic motivation. Other studies have 
analyzed specific circumstances such as importance and/or the expectancy of rewards to 
measure the undermining effect of each on intrinsic motivation. Two cognitive processes 
guided intrinsic motivation, perceived locus of causality and perceived competence, and 
each related to two of the basic psychological needs in SDT of autonomy and 
competence, respectively. Locus of causality, the cognitive process that influenced our 
actions, could be either internal or external. Internal locus of causality was guided by 
experience or interest, and enhanced intrinsic motivation. External locus of causality was 
guided by environmental forces or events, and diminished intrinsic motivation. 
Vansteenkiste et al. (2010) suggested that two environmental events, feedback and 
choice, could have a positive affect on intrinsic motivation, and in turn, interest and 
enjoyment in a particular activity. Feedback enhanced one’s sense of competence, and 
choice enhanced one’s sense of autonomy.  
Organismic Integration Theory was developed to study the characteristics and 
growth of extrinsic motivation. Internalization was a fundamental concept to the theory 
that focused on how individuals incorporate external regulations and values into their 
own unique personalities. Whether individuals ultimately accepted or rejected these 
regulations determined autonomous or controlled behavior. Four types of extrinsic 
motivation, or regulations, characterized the theory and were discussed by Deci and Ryan 
(1985). The first, external regulation, was the most basic form of extrinsic motivation. It 
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was simply a regulation guided by reward or punishment. The second, introjected 
regulation, was a form of extrinsic motivation linked to self-esteem or pride. Identified 
regulation, the third form, required personal endorsement, and the fourth, integrated 
regulation, represented fully processed experiences and values that were assimilated “into 
a unified sense of self” (Deci & Ryan, 1985, p. 140). The forms of extrinsic motivation 
were linked to controlled and autonomous behavior. The first two represented examples 
of extrinsic motivation that control behavior, while the final two represented autonomy-
supportive behavior. Autonomous behavior and motivation, rather than controlled 
behavior and motivation, led to increased persistence, improved relationships within 
social groups, increased health and well-being, and heightened performance 
(Vansteenkiste et al., 2010). 
Causality Orientations Theory was developed to study individual personality 
orientations to the social environment, and whether individual behavior was autonomous, 
controlled, or impersonal. Autonomy orientations were guided by self-interest and 
intrinsic motivation, whereas controlled orientations were directives or orders given by 
others. Impersonal orientations were guided by a decrease in intentional action and a state 
of amotivation. Studies involving COT provided an empirical link between autonomy and 
integration and related similarity among personality, behavior, and awareness in 
autonomy orientations (Deci & Ryan, 2002). Vansteenkiste et al. (2010) suggested that 
autonomous personality orientations were linked to sincerity and honesty, while 
controlled personality orientations manifested characteristics of aggressiveness and 
defensiveness. Personality orientations suggested differences in the ways in which 
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individual’s perceived their capabilities, their self-awareness, and their ability to 
communicate and work with others. Deci and Ryan (2002) defined a need as something 
that related to an individual’s well- being. As stated earlier, well-being could be either 
hedonic (general happiness) or eudaimonic (fully encompassing).  
Basic Psychological Needs Theory, the fourth mini-theory, suggested that 
psychological well-being and the ability to function at the highest level was based on 
autonomy, competence, and relatedness. If these needs were not met, negative 
ramifications to the individual would ensue. Contexts that supported versus denied these 
needs directly impacted one’s state of wellness. Vansteenkiste et al. (2010) discussed the 
contexts that supported each of the three basic psychological needs of SDT. Autonomy-
supportive rather than controlling contexts encouraged the growth of one’s autonomy. A 
well-structured environment that combined appropriate challenge with ability level 
reinforced one’s sense of competence. Interpersonal support was vital to one’s sense of 
relatedness; reciprocal approachability and genuine friendliness fostered such 
relationships. 
The final mini-theory, Goal Contents Theory, grew out of the differences between 
intrinsic and extrinsic goals, and their impact on motivation and wellness. Intrinsic goals 
were viewed as being associated with basic need satisfactions and well-being. Extrinsic 
goals such as financial success, appearance, and popularity and fame were more likely 
associated with a lower sense of well-being than intrinsic goals such as individual 
growth, community involvement, and development of personal relationships. 
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Vansteenkiste et al. (2010) argued that needs based contexts promoted intrinsic 
goal pursuits, and diminished extrinsic goal pursuits. Rather than being a descriptive 
theory, where types of goals were listed in some particular order or sequence, GCT was 
intended to be prescriptive. For example, if one attempted a challenge that was 
commensurate with her/his ability level, the basic psychological need of competence 
would be fulfilled. Thus, intrinsic goal pursuits also enhanced well-being, whereas 
extrinsic goal pursuits promoted ill-being. Vansteenkiste et al. (2010) suggested that the 
attainment of intrinsic goals was equally important to the pursuit of such goals, and led to 
greater fulfillment. 
The Argument against SDT 
 While Self-Determination Theory posited that an individual’s sense of well-being 
across all cultures was heightened with the satisfaction of three basic psychological 
needs, namely autonomy, competence, and relatedness, Schwartz (2000) suggested that 
such aspiration to self-determination “leads not to freedom of choice, but to tyranny of 
choice” (pp. 80-81). He used a parallel argument of the use of the English language. 
While individuals possess the right to free speech, language is governed by rules. 
Schwartz contended, “the reason people can say anything and be understood is that they 
can't say everything” (p. 81). Constraints should also be imposed on one’s choices, 
according to the author, otherwise “unconstrained freedom leads to paralysis and 
becomes a kind of self-defeating tyranny. It was self-determination within significant 
constraints--within rules of some sort--that led to well-being, to optimal functioning” (p. 
81).  
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 With all the choices available to us, our feelings of helplessness supposedly 
diminished because we were able to make decisions regarding the life each of us chose to 
live, Schwartz believed that such freedom actually created a rise in cases of depression. 
Freedom of choice established high expectations about how perfect each individual’s life 
should be, and these expectations were unrealistic. When things did not go as planned, 
the causes of such imperfections were focused inwardly on the individual. Lastly, 
Schwartz argued that the struggle for autonomy and freedom of choice diminished one’s 
feelings of connectedness to others. He also believed that such negative ramifications of 
freedom of choice without constraints were more common in individualist (self focus) 
rather than collectivist (group focus) societies where the importance of autonomy was 
devalued. 
 Guiffrida (2006) also questioned the cross-cultural applicability of Self-
Determination Theory. In collectivist societies, emotional attachment and 
interdependence were valued whereas in individualist societies, independence and 
emotional detachment were encouraged. Non-Western cultures such as those from Latin 
America, Africa, and Asia represented collectivist societies. Western cultures, namely 
those in the United States, Canada, Great Britain, and Australia characterized 
individualist societies. Thus, the importance of autonomy may be heightened in 
individualistic societies, and diminished in collectivist societies. 
 Lewis (2012) studied physical activity motivation among adolescent female urban 
youth of color (N=149). The researcher surveyed youth from the Women’s Sports 
Foundation and Boston Public Schools. Lower levels of physical activity were fueled by 
		
36 
poverty and lower socio-economic status levels and permeated the landscape in minority 
urban settings when compared to those of their white counterparts. The effect of 
introjected and external regulation, two forms of extrinsic motivation outlined by Deci 
and Ryan (1985), on physical activity among the population were measured. For 
example, societal pressure (introjected regulation) to have a perceived perfect body in 
order to gain attention, affection, or approval, or pressure imposed by a coach or potential 
reward (external regulation) had a harmful effect on physical activity. Of the students 
surveyed, 73% were deemed inactive, and 27% were deemed active. 6.7% of the students 
represented individualist societies while the remainder represented collectivist societies.  
Lewis found that the inactive students had higher levels of amotivation, where self-
determined behavior is non-existent. Active students, on the other hand, were more 
autonomous.  
 Deci and Ryan (1985) called amotivation “the state of lacking to act” (p. 17). The 
state of amotivation was characterized as passive activity devoid of intention. Individuals 
who possessed such characteristics felt unable to achieve a particular outcome because of 
a lack of perceived competence or the activity itself held no inherent value for them. In 
Deci and Ryan’s (1985) self-determination continuum, such individuals manifested 
behavior considered least autonomous. The other end of the motivation spectrum was 
occupied by intrinsic motivation that was fueled by the highest level of self-determined 
behavior (p.16).  
 With respect to Lewis’s (2012) study, urban female youth of color who were 
physically inactive placed little or no value on such activity. Lewis acknowledged that 
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life experience and/or the environment affected adolescent behavior (p. 43). Urban youth 
of color who were on the brink of poverty were obviously challenged in ways that their 
white counterparts were not, and because of that, behavior among the group studied was 
dictated rather than chosen. As stated earlier, the physically active group had higher 
levels of autonomy than the physically inactive group Lewis surveyed. Lewis suggested 
that more should be done to create autonomy-supportive environments for urban youth of 
color. In addition, more opportunities should be made available that foster competence 
among the group studied, and team environments that promoted relatedness should be 
developed.  
 Other Topics of Interest in SDT 
As SDT developed over the past thirty years, researchers have examined a 
number of processes that contribute to an individual’s growth and overall well-being. For 
example, SDT research has focused on the role of mindfulness, vitality, the outdoors, and 
passion in one’s autonomous behavior. A positive state of mindfulness fostered mental 
and physical health, one’s individual behavior, and interpersonal relationships (Brown, et 
al., 2007). This positive state of mindfulness led to enhanced awareness of others and 
one’s environment.  Vitality was one’s state of physical and mental energy. Autonomous 
behavior promoted positive physical and mental energy, while controlled behavior 
diminished these forces (Ryan & Deci, 2008). Activities that satisfied the three basic 
psychological needs of autonomy, competence, and relatedness energized the individual, 
whereas activities that failed to satisfy these needs depleted the energy within the 
individual. A focus on intrinsic goals fueled this energy force, but extrinsic goal focus 
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tended to squelch it.  Closely related to this sense of vitality was the experience of being 
in nature. Five methodologically varied studies tested the outdoor experience, and each 
showed a positive relation between one’s sense of vitality and being outdoors (Ryan, et 
al., 2010). Heightened well-being was also related to one’s sense of passion (Booneville-
Roussy et al., 2011; de Bézenac & Swindells, 2009; Mageau et al., 2009). The authors 
made a distinction between harmonious and obsessive passion. Harmonious passion, as 
the name implies, was balanced with all of life’s daily responsibilities and challenges 
while obsessive passion undermined them. The operative word in the case of passion was 
balance. If one was intrinsically motivated, harmonious passion for an activity would 
ensue and the activity would become part of one’s identity. Obsessive passion was linked 
with extrinsic motivation; goals had less to do with enjoyment regarding an activity, and 
more about the outcome.  
Researchers and SDT  
When SDT has been used in educational studies, two important conclusions could 
be drawn: Students were able to thrive in autonomous motivational settings; when 
teachers supported this autonomy, students were able to achieve even greater heights 
(Reeve, 2002). The benefits included: higher academic achievement; higher perceived 
competence; greater self-worth and emotional stability; pleasure and preference for 
optimal challenge; and enhanced creativity and rate of retention. Qualities in teachers that 
engendered autonomously motivated instruction included responsiveness, flexibility, the 
ability to compliment and/or give praise, and using a student’s interest (intrinsic) in a 
particular area as motivation. Controlling teachers on the other hand were prone to use 
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directives and commands, criticism, and provided answers to questions and problems.  
Roundy-Harter (2010) investigated K-12 principals’ (N=199) experiences in 
autonomy, competence, and relatedness in a questionnaire followed by interviews with 
eighteen randomly selected participants. The author incorporated twenty school districts 
in Ventura County (CA) in the search, and gathered responses from administrators with 
varying years of experience. Roundy-Harter looked at the differences between 
administrators that had received coaching in their prior experience, and whether or not 
they worked in schools that had received Program Improvement (PI) status. Results of the 
study indicated that coaching made little or no difference to administrators in the areas of 
autonomy and relatedness, and only a slight difference in the area of competence. The 
highest levels of autonomy, competence, and relatedness were found in administrators 
that did not receive coaching, and worked in schools that had not received the PI 
distinction. The lowest levels of autonomy, competence, and relatedness were reported by 
Administrators in PI schools. PI schools were subjected to directives and edicts from their 
districts as well as local and state government agencies. PI status was given to schools 
that did not meet their Annual Yearly Progress (AYP) for two consecutive years. 
Obviously, this put a great deal of stress on everyone, including administrators, teachers, 
and students. Deci and Ryan (1985) outlined the progressive and deleterious effect of 
such directives by writing, “when administrators impose restrictions and allow little space 
for self-determination, they are likely to undermine the teachers’ intrinsic motivation just 
as the teachers’ imposing restrictions undermines the children’s intrinsic motivation” (p. 
266).  
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In workplace environments, autonomously supportive supervisors enjoyed a 
heightened level of intrinsic motivation from their work force (Baard, 2002). The three 
basic psychological needs of autonomy, competence, and relatedness fueled an 
individual’s intrinsic motivation and general well-being. In the workplace, a sense of 
autonomy was enhanced by empowerment. Workers who felt a sense of trust with respect 
to their jobs, and sensed that they were being listened to tended to experience less 
controlling behavior and directives on the part of their supervisor. Feelings of 
competence were increased by the offer of new challenges, additional or new 
responsibilities being assigned, and growth in one’s job. Relatedness in the workplace 
focused on a dependence on others, and an environment of reciprocal trust. In educational 
environments, Butler (2014) found this to be true as well in what she called “the age of 
accountability” (p. 32) where state or government-mandated directives permeated the 
landscape. 
Baard (2002) investigated SDT in houses of worship as well. With dwindling 
attendance rates, SDT offered some interesting suggestions for future success. Autonomy 
in religious congregations was simply about an individual’s choice, and the more 
important stipulation of the absence of pressure. Just as in the workplace, competence 
was centered on growth in religious contexts. Growth in this case was spiritual, and with 
heightened spiritual growth comes a heightened sense of well-being. One of the primary 
goals of SDT was to transcend simple happiness (hedonic well-being), and to experience 
an all-encompassing sense of satisfaction (eudaimonic well-being).  
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Frederick-Recascino (2002) looked at SDT within the realm of sport and exercise. 
SDT posited the fulfillment of the three basic psychological needs of autonomy, 
competence, and relatedness in order to be one’s best self. In the area of sport and 
exercise, as is the case in other domains as well, a person’s interest in a particular activity 
led one to be intrinsically motivated. The need for autonomy was fulfilled by personal 
choice, and the need for competence was achieved by the challenge presented in the 
activity. One’s need for relatedness was satisfied by participation in a particular activity 
with others as individuals or as part of a team. An important distinction was made 
between intrinsic and extrinsic motivation in sport and exercise. If autonomy and optimal 
challenge were not present, a state of extrinsic control was activated. For example, there 
may be pressure exerted in the form of rewards, competition, or approval.  
Martin (2008) found similarities in motivation between sport and music. Both 
required discipline and practice, performance opportunities, competition, and the ability 
to deal with setbacks and self-doubt. Results of the study confirmed similarities in 
processes and behaviors such as self-worth and persistence as well as maladaptive 
processes and behaviors such as anxiety and failure avoidance.  
Bakker (2005) studied flow among music teachers and their students in a 
questionnaire. Csikszentmihalyi et al., (1997) defined the concept of flow as a state of 
total immersion in an activity. In addition to immersion in the particular activity, 
enjoyment was also evident. These two components led one to be intrinsically motivated. 
Another important element in the flow experience in work situations was the intersection 
of ability and challenge (Bakker, 2005). The process of seeking appropriate challenges 
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suited to one’s competency level was one of the most important elements in SDT (Deci & 
Ryan, 1985). In order to further examine the flow experience in music teachers, Bakker 
(2005) included four job resources in the questionnaire: autonomy; social support; 
coaching; and performance feedback. These resources were closely linked to the three 
basic psychological needs that defined SDT: autonomy; competence; and relatedness. In 
addition, challenge and skill were measured in the study. Results indicted a positive 
relationship between job resources and a teacher’s challenge and skill level, and each 
contributed to the frequency of flow among teachers and students.  
In the processes and areas where SDT can be applied, the importance of 
autonomy supported environments cannot be emphasized enough. According to Deci and 
Ryan (1985), humans possess a propensity for three possible causality orientations: 
autonomy, an orientation fueled by personal choice; control, an orientation dictated by 
external forces; and impersonal, an orientation focused on one’s inability to manage 
challenges presented. One’s causality orientation suggested whether one’s behavior 
would be self-determined or non-self-determined.  
Autonomy is the centerpiece to SDT, and without it, our sense of competence and 
relatedness suffer. One’s behavior must be self-determined and guided by choice and 
interests. If one is able to ensure that their behaviors are self-determined, intrinsic 
motivation will prevail. When an individual is influenced by choices rather than rewards, 
well-being will be assured. In the section that follows, I look at SDT and its influence 
within the realm of music education.  
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SDT and Music Education 
 McAllister (1995) investigated informational and controlling situations and their 
effect on motivation in instrumental and vocal music performance among male and 
female undergraduate music majors. Participants were assigned to informational, 
controlling, or non-treatment groups, and evenly divided by gender. The first experiment 
consisted of a five-minute videotaped session with the researcher present in which 
participants were asked to sing or play a piece they had not seen previously. The 
researcher supplied information about the piece in one of three ways: informational; 
controlling; or no treatment. Results from the experiment indicated no difference between 
the three experimental groups, and no difference between male and female participants. 
The second experiment was an eight-minute free choice videotaped session without the 
researcher present in which participants could play a piece provided or choose to read 
magazines that were also in the room. Results from the experiment indicated gender 
differences in two areas: female participants scored higher on intrinsic motivation 
towards accomplishment and introjected extrinsic motivation. Deci and Ryan (1985, 
2000) identified extrinsic motivation as any force such as reward or punishment 
administered by an external force. Extrinsic motivation became introjected when an 
individual succumbed to the external pressure out of guilt or shame.  
Douglas (2011) investigated the extent to which participation in a community 
ensemble satisfied the needs of autonomy, competence, and relatedness. Variables such 
as past and current musical experience, demographics, and formal and informal music 
participation were measured to ascertain their role in the satisfaction of the three basic 
		
44 
psychological needs. Relationships between basic psychological needs and variables were 
also measured. An electronic survey was sent to members of the ensemble (N=237) that 
incorporated modified questions from Deci and Ryan’s (2007) Basic Psychological 
Needs Scale. Results of the study indicated that participation in the ensemble satisfied the 
needs for competence and relatedness the most, and autonomy the least. Results indicated 
that participants joined the group on their own volition. Prior experience in honor groups 
and solo/ensemble festivals were shown to be important variables for member 
participation. Other important variables were ensemble directing experience, and 
familiarity with music technology programs such as GarageBand. 
Legutki (2010) studied motivation profiles within the context of a high school 
band, and the extent to which SDT helped explain these profiles. A sequential mixed 
methods design was used in the study that incorporated a questionnaire and interviews 
with selected students. The questionnaire employed surveys from SDT research including 
the Basic Psychological Needs Scale. The interviews were included in order to gather 
greater depth and breadth of information.  Correlation, regression, factor, and reliability 
analyses were used to confirm, develop, and ultimately report the findings from the study. 
Results from the study indicated important relationships between a student’s music 
participation and psychological need satisfaction, intrinsic motivation, teacher autonomy 
support, and future participation in music. Results also indicated some negative 
relationships including pressure, grades, and lessons.  
Lacaille et al. (2008) studied achievement goal theory and self-determination 
theory and their impact on artistic performance. The first of three studies measured types 
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of goals for peak and catastrophic performances among musicians. The results were 
compared to the responses from athletes. As discussed earlier, Frederick-Recascino 
(2002) and Martin (2008) found similarities between athletes and musicians and their 
motivational tendencies. Lacaille (2008) found that athletes responded more favorably to 
a performance-approach goals, and less favorably to performance-avoidance goals. 
Performance-approach goals led to optimal performance, and performance-avoidance 
goals led to catastrophic outcomes. For musicians, the response to both performance-
approach and performance-avoidance goals were both deemed catastrophic. Lacaille 
attributed this to the anxiety musicians felt about their performances. Focus for musicians 
should be centered on intrinsic satisfaction rather than a particular outcome. The second 
study incorporated a questionnaire in a prospective design that investigated pre and post 
performance goals among all artists including musicians, actors, and dancers. The third 
study examined precursors to one’s goals such as achievement motivation, fear of failure, 
and perceptions of their teachers. Results from the studies indicated that intrinsic goals 
were the best predictors of positive processes and outcomes among all artists. Intrinsic 
goals were endorsed because of the aesthetic experience they provided. Teachers who 
were labeled as autonomy-supportive by participants were endorsed. 
Evans (2009) studied the effects of a theoretical approach in understanding 
pursuance or a cease in musical activities. The author measured the responses of students 
who entered a primary school band program (N=157) in 1997 over a ten-year period. The 
first part of the study was a questionnaire based on the Basic Psychological Needs Scales 
(Deci & Ryan, 2007).  It measured musical preferences, music participation, as well as 
		
46 
individual perceptions of visual and aural abilities. Participants were grouped and 
profiled, and statistical analyses were completed in order to compare differences and 
make generalizations about the data collected. The second part of the study involved 
interviewing selected participants who were actively engaged in music at the high school 
level. Interviews were used to test the findings from the questionnaire as well as 
gathering a greater depth and breadth of information. Results from the study indicated 
that music fulfilled the three basic psychological needs of competence, relatedness, and 
autonomy. Participants tended to stay involved in music activities if they felt competent 
about their abilities. Relatedness was considered very important in high school where 
identity was linked to one’s involvement in an activity. Autonomy was a need that 
changed over time; very young students of music were told what to do, but less so as they 
matriculated through school. 
Part Two: Contexts 
Individual behavior and motivation has been discussed by psychologists, 
philosophers, students, teachers, and others for many years (Sansone & Harackiewicz, 
2000). Initially, there were two types of explanations for our behavior: those based on 
biological needs and drives and those based on extrinsic rewards or punishments. As 
theories developed, researchers began to recognize other reasons for motivational 
behavior including the characteristics of a particular activity (i.e., novelty or fantasy), or 
other biological impulses (i.e., play instincts, mastery or competence motivation, simple 
curiosity, or stimulation). What followed was research on the links between intrinsic and 
extrinsic motivation. Many of these studies indicated that when both intrinsic and 
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extrinsic reasons to participate in an activity were present, behavior was manipulated by 
extrinsic reward. Early research indicated that when extrinsic reward was present, 
intrinsic motivation was decreased. Further research suggested that, depending on the 
type of reward, intrinsic motivation might be enhanced.  
In Chapter One I discussed the main components of intrinsic and extrinsic 
motivation to provide context for this study. In the next section I discuss the research on 
intrinsic and extrinsic motivation, the constructs that help to define them.  
Intrinsic and extrinsic motivation 
Sansone and Harackiewicz (2000) suggested that in order to characterize intrinsic 
and extrinsic motivation, the particular construct must also be defined. For most scholars, 
intrinsic motivation was defined as an activity that was practiced and refined because of a 
need to satisfy a particular interest without an external reward attached. Control and 
competence were prominent in an activity for an individual that was intrinsically 
motivated. Shah and Kruglanski (2000) suggested that intrinsic motivation was defined 
by structure and substance. Structure focused on the relation between the activity and its 
intended goal, while substance focused on the specific need the intended goal satisfied. 
For a music educator, the decision to participate in a music festival structurally might be 
to improve her/his or the ensemble’s competence, while substantially it may be to 
enhance her/his self-efficacy or to receive feedback from adjudicators. The relationship 
between structure and substance in intrinsic motivation also suggested a similar 
relationship between goals and means. The authors suggested that in order to understand 
intrinsic motivation, a person’s choices must be understood as well as the persistence 
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they manifest while pursuing these goals, and his/her emotional attachment (affect) to the 
particular activity. Thus, one’s individual commitment to a goal also influenced the 
potential attainment of said goal. They tested their theories by having participants 
complete word associations using target words and attribute goals distributed randomly in 
a computer program. The second part of the test asked participants to rate the degree to 
which each of the attribute goals aligned with their personal goals. This was used to 
measure goal commitment. Goal-means (words considered attainable through an activity) 
and goal-nonmeans (words considered unattainable through an activity) associations were 
calculated, and regression analysis indicated that goal commitment was significantly and 
positively related to goal-means association. The author concluded that strong goals-
means association heightened individual commitment toward goal attainment as well as 
individual enjoyment in the pursuit of said goal.  
Ryan and Deci (2000) suggested that rewards played an important role in extrinsic 
motivation. The authors wrote, “the strong focus on rewards seems to be stitched into the 
fabric of modern society” (p. 15). Ryan and Deci indicated that rewards were not only 
evident in the workplace and advertising, but athletics, education, and concert halls. They 
made a differentiation between tangible and verbal rewards. Tangible rewards included 
trophies, prizes, and money. The authors suggested that rewards such as these were 
intended to control behavior, and therefore detrimental to intrinsic motivation. Rewards 
that did not control behavior included verbal rewards, unexpected rewards, and task-
noncontingent rewards. For the authors, it was this delineation that separated positive 
rewards from negative rewards. 
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Hidi (2000) attached interest to the concept of intrinsic motivation, including both 
situational and individual states of interest. Situational interest had two stages: initial 
interest and another when it was re-conceptualized or maintained. Individual interest was 
defined as one’s tendency to repeat certain activities and/or events. For example, the 
aspiring young musician who practiced a piece of music for increased competence and 
sheer enjoyment possessed an individual state of interest. On the other hand, when that 
piece of music became a homework assignment, interest in the activity became 
situational. Intrinsic motivation was thus heightened by personal interest, and lessened by 
its absence. But were there harmful effects when rewards were absent? Hidi suggested 
that in the absence of external rewards, effort might be diminished, and one’s sense of 
accomplishment as well. Rewards played an important role in one’s emotional 
involvement in a particular activity. The author wrote, “it is conceivable that rewards that 
have positive affective outcomes are more likely to have positive effects on motivation 
than are rewards without such outcomes” (p. 332). Hidi advocated for verbal rather than 
tangible rewards. Interest theory suggests that tangible rewards interrupted the cognitive 
and affective processes when individuals were involved in an activity in which they were 
interested. Rather than competence being the goal, individuals were consumed with the 
possibility of a tangible reward. Verbal rewards, and their informational value with 
respect to competence in an activity, tended to increase intrinsic motivation.  
Ryan et al. (1983) awarded three dollars to participants for completing a puzzle 
activity. Non-controlling (informational) and controlling (those based on task behavior) 
performance-contingent conditions were included, as well as a third group that consisted 
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of no-rewards and no-feedback. A final no-rewards group was included in the study. The 
positive feedback administered was the same for all groups; participants were told they 
had done well on the puzzle activity. Results of the study indicated that non-controlling 
performance-contingent awards increased intrinsic motivation, while controlling 
performance-contingent awards lessened intrinsic motivation. If awards were given in a 
non-controlling manner, then this type of extrinsic reward enhanced intrinsic motivation. 
Lepper and Henderlong (2000) expressed the need for extrinsic motivation in 
education. The authors wrote that in the early stages of learning, many activities related 
to a particular discipline were not intrinsically motivating. Intrinsic motivation was 
associated with a certain level of competence, which was dependent upon a length of 
time studying and becoming familiar with a particular discipline. Lepper and Henderlong 
believed that “the judicious use of extrinsic incentives may be entirely appropriate, to 
encourage the level of task engagement needed to produce learning” (p. 295). They 
warned that such incentives needed to be focused on the individual rather than on 
performance standards that were comparative in nature. In their opinion, both intrinsic 
and extrinsic motivation was necessary for students to achieve their potential in 
educational settings. The challenge for educators was “to make use of extrinsic rewards 
in a manner that supports rather than undermines students’ intrinsic interest” (p. 295). 
Intrinsic and extrinsic motivation was not perceived as mutually exclusive; they were 
capable of being viewed independently or in partnership. They acknowledged past 
research that suggested non-contingent, unexpected, and intangible rewards may all have 
positive effects on intrinsic motivation. 
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In an attempt to understand whether children were intrinsically and/or 
extrinsically motivated, Lepper and Henderlong (2000) modified an earlier test 
administered by Harter (1981) that assessed intrinsic versus extrinsic motivation. They 
tested three hundred thirty-seven third through eighth grade students on their intrinsic 
preferences for doing extra work in school for interest, curiosity, mastery, and/or 
challenge using a five-point Likert scale. Similar tests for extrinsic preferences including 
grades, preference for easier work, approval of the teacher, and dependence on the 
teacher were also administered using the same five-point Likert scale. Results of the 
study showed that intrinsic and extrinsic motivation were capable of coexisting. 
Sansone and Harackiewicz’s (2000) research focused on the effect of performance-
contingent rewards on intrinsic motivation. In addition to the reward element in 
performance-contingent activities, feedback was also provided. This particular 
framework paralleled the structure of music festivals. Students were prepared for a 
competitive performance, and based on the level of the performance a reward was 
attached. Feedback from a group of three to four adjudicators was also provided. Sansone 
and Harackiewicz (2000) referred to the three stages of performance-contingent rewards 
as evaluative threat, competence feedback, and symbolic cue value. The first stage, 
evaluative threat, potentially undermined interest in a particular activity because 
individuals knew that their performance and level of competence was being evaluated. 
The second stage, competence feedback, counterbalanced the harmful effect of evaluative 
threat with the important caveat that such feedback was positive. If the feedback was 
negative, however, interest in an activity was compromised. The third stage, symbolic 
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cue value, identified the meaning of the reward itself. Rewards were symbolic of an 
achieved level of competence, and the higher the level of competence, the more 
meaningful the reward becomes. Sansone and Harackiewicz (2000) identified the three 
stages in the reward process as the reward offer, the performance period, and the reward 
outcome. The reward offer took place before the activity or task at hand began, and was 
contingent on the task being completed. The level of competence achieved paralleled the 
type of award that was offered. The performance period was the actual task performance, 
and the reward outcome included both the reward achieved and feedback.  
Sansone and Harackiewicz (2000) compared the three reward properties, 
evaluative threat, competence feedback, and cue value and their predicted effect on 
intrinsic motivation. Two comparison groups, either evaluation-only groups and 
feedback-control groups, were tested by themselves along with performance-contingent 
reward groups in an experiment that offered movie passes to participants who achieved 
an 80th percentile rank on a pinball game. At the conclusion of the task, each control 
group received feedback regarding their respective performance, but only one, the 
performance-contingent reward group, received the movie pass. Results from the study 
indicated evaluative threat and cue value, initially predicted to work simultaneously, had 
opposite effects on each other. The combination of positive feedback and evaluative 
threat reduced intrinsic motivation, thus demonstrating the harmful effect of evaluation 
that was anticipatory. Performance-contingent rewards increased intrinsic motivation 
when compared with the evaluation-only group. The presence of performance-contingent 
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rewards has the potential to produce both positive and negative ramifications. They 
wrote: 
Our methodology and our results force us to move beyond simplistic questions 
about whether rewards are good or bad and ask more focused questions about the 
properties of performance-contingent rewards that produce these positive and 
negative effects and more complex questions about how these properties combine 
to influence intrinsic motivation. (p. 90)  
 
Motivation in Music Education 
Hallam (2002) suggested that motivation in music education was a complex issue, 
and involved many factors. Behavior and the environment were inexorably linked, where 
one’s actions were influenced by outside forces. For example, environmental factors 
included societal pressure, family, friends, colleagues, or the workplace. The author 
wrote, “Our personality, self-concept and self-esteem are, in part, determined by 
feedback from the environment” (p. 232). Motivation was fueled by approval, and when 
the approval came from an individual that one held in high regard, it was even more 
meaningful. Such praise, therefore, was capable of raising and fostering individual self-
esteem and confidence. Hallam added, “When a learner has completed a learning task 
successfully, this will have an impact on self-esteem and motivation, which will be 
carried forward to subsequent learning tasks. Conversely, when learning outcomes are 
negative, motivation is usually impaired” (p. 232). In music education, this can be 
applied to both student and teacher. Students could be more motivated to practice and 
participate in festivals and competitions if the outcomes were positive. Teachers may be 
more motivated to continue to teach and participate in festivals and competitions if the 
feedback they received from adjudicators was positive and reaffirming.  
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Schmidt (2005) analyzed motivation factors among middle and high school band 
students. Interestingly, the author found that students’ success “was best defined by 
mastery and cooperative orientations, while they placed less emphasis on competitive and 
ego orientations” (p. 144). The results of the study suggested that intrinsic and 
cooperative effort outweighed the extrinsic and/or competitive aspects of instrumental 
music. Schmidt deemed motivation a “crucial element in music education at all levels” 
(p. 146). The author added, “Investigators in this line of inquiry should also examine 
links between student motivation and performance achievement as a function of parent 
and teacher behaviors and attitudes” (p. 146).  
In a study that focused on the effect of rated versus non-rated contests in 
elementary school children, Austin (1988) wrote, the combination of intrinsic goals 
(educational activity) and extrinsic goals (reward) made for “optimal task motivation” (p. 
97). Results from the same study showed that a “rated competitive music contest may be 
more beneficial” (p. 100) for elementary students. The author suggested that there was an 
undeniable intersection between competition and self-concept in younger music students.  
Sheldon (1994) found that student perception regarding a performance and their potential 
achievement could be affected by “the perceived importance of the event” (p. 33). The 
author studied the effects of competitive versus noncompetitive structures in high school 
band performances. Students were asked to evaluate rehearsals for concerts and contests.  
The results of the study led the author to believe that students attached greater effort to 
those groups who were preparing for a contest performance.  
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Teacher Education  
Over thirty years ago, Baker (1979) cited the neglect of jazz in music education 
curricula, and the lack of competence exhibited by music educators in jazz education as 
well. It appears that little has changed in the years that have elapsed since those 
comments were articulated. In a recent interview, Willie L. Hill, Jr., noted jazz scholar, 
stated, “greater emphasis on teacher preparation is needed” in jazz education. “Too many 
young teachers leave college believing they are ready to teach music, but soon find out 
that the first class they run into is jazz band—and many have little or no experience with 
jazz” (Howey, 2011, p. 26). These sentiments were echoed by Jamey Aebersold, noted 
jazz educator and performer in an interview conducted by Howey (2010). Aebersold 
stated that jazz education programs did not emphasize improvisation enough. He further 
commented that there were teachers “who know nothing about improvising” (p. 28) 
instructing students. In addition, he posed a fundamental and very important question 
with respect to jazz education and jazz improvisation by asking, “If they don’t understand 
it, how can they teach it to their students?” (p. 28)  
Studies by Thomas (1980) and Wiggins (1997) showed that jazz education 
training was also inadequate in North Carolina and Mississippi, respectively. Thomas 
(1980) surveyed music education supervisors and jazz educators at accredited schools in 
Mississippi that were members of the Southern Association of Colleges and Schools. 
53% of respondents indicated music education programs were not meeting the needs of 
music educators, and the same percentage of respondents indicated that the lack of jazz 
education in the public schools was directly related to deficiencies in jazz education in 
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colleges and universities. In addition, Thomas found that jazz education was not part of 
the Mississippi music education curriculum; all courses in jazz were electives. The 
educators surveyed believed that their respective curricula were in need of revision.   
Wiggins (1997) surveyed 132 high school band directors in North Carolina on 
their professional characteristics, extent of jazz music study at the high school where they 
taught, and their education with respect to teacher preparation. Wiggins’s survey assessed 
several variables, including years of experience, instrument choice, and education. The 
results of the survey indicated that over half (50.77%) of the respondents felt that their 
training in jazz was “somewhat inadequate, inadequate, or very inadequate” (p. 88), and 
unprepared to teach the discipline. The research also showed that while 59.10% of 
participants had experience in large jazz ensemble, only 14.39% of participants had 
experience in small jazz ensembles where improvisation plays a more important role. 
Additionally, fewer than 2% of respondents had experience in jazz theory, jazz history, 
and jazz improvisation. Wiggins also interviewed music department representatives by 
phone in order to gather additional information regarding curricular offerings at each 
institution.  
Knox (1996) examined the status of jazz education in Alabama. 80% of 
participants felt that their undergraduate training in jazz was lacking. 55% of respondents 
taught a jazz class, but 44% of them felt unprepared to teach it. These responses were 
gathered from college music educators and college jazz educators whose schools offered 
music teacher preparation programs as well as a random sample of high school band and 
choral directors. In the same study, Knox found that 86% of collegiate music educators 
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and 82% of college jazz educators felt “their institutions did not sufficiently prepare 
music education graduates to teach jazz” (p. 105). The study compared college curricular 
offerings at nineteen colleges and universities in Alabama to Barr’s (1974) model jazz 
curriculum recommendations. Knox discovered that 68% of schools surveyed met none 
of Barr’s curriculum recommendations (pp. 45-47). In addition, Knox (1996) believed 
that colleges and universities should “constantly be looking at ways to reform…current 
methods” (p. 109) of teaching the varied aspects of music education.  
 Jones (2005) examined the extent of jazz education through surveys and 
interviews in a deliberate stratified sample of music education program administrators at 
twenty-three colleges in Oklahoma. Jones incorporated both quantitative and qualitative 
methods in the study. Interviews assisted in gaining additional information from 
participants in order to better understand survey results. Jones found that there was a 
general lack of training in jazz at the undergraduate level, and participants’ felt that a jazz 
pedagogy class should be required in their training. Degree hour requirements made the 
addition of other classes challenging. Respondents felt that jazz “was generally excluded 
from music education curricula at most colleges and universities” (p. 1). One of the 
findings from the study pointed to the fact that “further research is needed to increase 
understanding of jazz preparation in music teacher education” (p. 5). Jones also 
discovered that the lack of jazz education training was not unique to Oklahoma.  
In a recent study, Hinkle (2011) surveyed Florida high school music teachers in 
order to assess the status of jazz education in the schools, and specific teacher training in 
jazz and improvisation. While over 90% of respondents felt comfortable with their 
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training and experience with respect to teaching band, a paltry 30% felt the same level of 
comfort with respect to teaching jazz. Nearly 80% of respondents surveyed expressed the 
desire for more training in jazz.  
Improvisation 
        Because the teaching of jazz included improvisation, Reimer (2003) indicated that 
the teaching of improvisation required different educational objectives and methods that 
must be addressed. The simple act of creating on the spot “separates improvisation from 
both composition and composed music” (p. 115). One could argue that improvisation 
separates itself from composed music, but does improvisation actually separate itself 
from composition? Composed music implied past tense, while composition implied 
present tense. Alperson (1984) suggested that improvisation was “an activity of 
spontaneous music-making in which the improviser somehow practices simultaneously 
the interdependent functions of composition and performance in both the broad and 
narrow senses of these terms” (p. 20). Alperson further stated that improvisation was “ a 
case in which one individual, simultaneously composer and performer, spontaneously 
creates a musical work” (p. 21). Improvisation combined composing, performing, and 
creating in simultaneous combination. 
Mantie (2008) discussed jazz education’s early roots where ensemble direction 
was given a higher priority than improvisation. While the ‘big band’ or ‘jazz band’ is the 
standard for music education in the schools, Mantie stated that this approach was 
detrimental in three ways: (1) it took the focus away from small groups; (2) methods of 
instruction were primarily based in Western European tradition; (3) improvisation was 
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not the focal point of musical instruction. The big band model, “devalues improvisation, 
both in curricular and instructional senses” (p. 7). Mantie’s research also established a 
lack of knowledge on the part of the music teacher when it came to teaching 
improvisation. “The problem is…they [teachers] have no idea what is happening in an 
improvised solo. The directors don’t know about keys, form, changes, functional 
analysis, chords/scales---the students don’t have a chance. All of this is very simple and 
students could play decent solos if they had even the most basic information, but the 
teachers don’t have the information so how can they pass on information to the 
students?” (p. 6). Mantie’s research was limited to Canada; his contention was that those 
who trained teachers were products of the school system themselves, and there was no 
appreciable emphasis placed on improvised music.  
Elliott (1995) suggested that improvisation ought to be “foundational and 
primary” (p. 172) in music education programs. On the topic of improvisation, Gioia 
(1989) wrote, “It is, in fact, quite essential: the necessity that jazz be improvised—the 
requirement of spontaneity—increases rather than decreases the demands, intellectual as 
well as otherwise, on the artist” (p. 143). Ake (1998) discussed the big band model that 
was so prevalent in schools as well, and stated that it was not representative of either the 
past or contemporary practitioners in jazz where small groups have predominated the 
landscape. In addition, it was not a medium that has traditionally stressed jazz 
improvisation. Prouty (2002) echoed those sentiments when he stressed that most jazz 
education placed an emphasis on ensemble playing rather than skill as a soloist.  
        Azzara (2002) wrote “in most cases, comprehensive improvisation skill 
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development is absent from music curricula” (p. 171). Azzara continued by saying, “even 
in jazz settings at the secondary school level, it is uncommon to find a developmentally 
sequential curriculum for preparing all students to improvise” (p. 182). Azzara called 
improvisation “the essence of jazz” (p. 180). Music educators should provide students 
with opportunities to improvise because it “allows students to express themselves 
individually, to develop higher order thinking skills, and to develop a more 
comprehensive and intimate relationship with music, performing with and without 
notation” (p. 182).  
Prouty (2002) chronicled the history of jazz and its incorporation into music 
education at the secondary level, and jazz education in higher learning. Skill in jazz 
improvisation is “not defined by any particular methodology or philosophy, but is 
individually constructed and applied” (p. 85). At the secondary level, this is complicated 
by the fact that teachers were not always sufficiently prepared to teach jazz, and lacked 
the experience and ability to relay information to students. Students were then forced to 
look outside the classroom, and participate in summer camps, programs, and other 
mentoring opportunities to learn. 
Chapter Summary 
 In this chapter, I have traced the history of needs based motivation theories. 
Psychological and physiological needs were the focus of these theories, and connected to 
behavior and emotions. I have chosen Self-Determination Theory (SDT) as the 
theoretical lens for this study because it focuses on the individual, where both motive and 
ensuing behavior are equally important. Deci and Ryan (1985, 2002) referred to this as 
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the energy and direction within motivation theories. The importance of the three basic 
psychological needs of autonomy, competence, and relatedness in SDT were discussed. 
When these needs were fulfilled, a sense of heightened well-being ensued.  
 The overarching meta-theory and five mini-theories of SDT were outlined, and 
important concepts within SDT such as mindfulness and vitality were delineated. 
Arguments against SDT were presented as well. SDT has been applied to many environs 
and disciplines including the workplace, education, athletics and exercise, healthcare, 
parenting, relationships, and even virtual gaming. In addition, the impact of SDT within 
the realm of music education was discussed.  
Research in education has shown that needs based elements of motivation theory 
affect both student and teacher. Research in music education has indicated that other 
factors, including teacher training and knowledge of improvisation have had an effect on 
the success of a music program.  
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CHAPTER THREE: METHODS AND PROCEDURES 	 The purpose of this study was to gain a better understanding of what motivated 
high school instrumental music teachers to participate in California Music Educators 
Association (CMEA) Bay Section competitive jazz festivals. I was interested in 
understanding the specific needs, if any, participation in competitive festivals satisfied for 
high school music educators. I explored various topics regarding participation including: 
1) their training; 2) their goals and aspirations; 3) the part, if any, the school 
administration, parents of their students, or their peers played; and 4) the feedback they 
received from adjudicators. Through the interview process, I gained a deeper 
understanding of the experience of participating in competitive jazz festivals as perceived 
by high school instrumental music educators.	The following research questions guided 
this study:	1.	What motivates high school music teachers to participate in competitive jazz 	
festivals?	
 2. What specific needs are satisfied through their participation?	
             3. How does one’s jazz background influence motivation to participate in CMEA 
Bay Section events? 
Qualitative Methodology 
Bresler and Stake (2006) outlined the history of qualitative methodology, and 
traced the roots to the idealist movement and the philosophical writings of William 
Dilthey, Max Weber, and Immanuel Kant. Qualitative research was characterized in the 
following ways: it was holistic, empirical, descriptive, interpretive, and empathic. 
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Followers of qualitative inquiry looked at an issue, case, or phenomenon from a variety 
of contexts and lenses. Multiple perspectives were essential to complete understanding. 
The words of the participants being interviewed became the stories of each individual 
that were combined in a descriptive, interpretive, and empathic report. 	
Merriam (1998) discussed five endemic characteristics in qualitative research. 
The first and most important was that “reality [was] constructed by individuals interacting 
with their social worlds” (p. 6).  The second placed the researcher as the primary 
mechanism for both data collection and data analysis. The third characteristic of 
qualitative research was the importance of fieldwork. The fourth focused on inductive 
strategies that must be employed in order to illuminate themes and concerns from data 
collected. The final characteristic was the importance of its descriptive nature, including 
direct quotations from participants.  
Research Design	
	 I chose a case study design for my study. Merriam (1998) suggested case study 
design when the researcher’s intent was “to gain an in-depth understanding of the 
situation and the meaning for those involved” (p. 18). The case study design allowed me 
the opportunity to explore the perceptions of high school instrumental music teachers 
who had participated in CMEA Bay Section jazz festivals to better understand their 
perspectives about motivation and competition. Another important element in case study 
design is a bounded system, or a system with boundaries. For this study, the case was 
bounded by participants who were teachers that had participated in CMEA sponsored 
jazz festivals in January and February of 2014.  
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Data Collection 
Because I was interested in what motivated high school instrumental music 
teachers to participate in competitive jazz festivals, I initially felt that interviews, 
observations, and additional document collection would be the best approaches for those 
perspectives to be conveyed to the reader. With Self-Determination Theory, however, I 
learned early in the data collection process that I could not observe motivations of the 
directors as they rehearsed their respective jazz ensemble. Further, once I began 
interviewing participants, I realized that because the 2014 festivals had already occurred, 
observations and additional document collection were beyond the scope of my inquiry 
into the motivation of the participants via their perspectives for study.  
Participants 	
For this study, I identified participants, and gained access to their respective 
schools for interviews. Participants in this study were high school instrumental music 
teachers who taught one or more jazz ensemble classes as part of their teaching load, and 
participated in CMEA Bay Section competitive jazz festivals in 2014. After receiving 
permission from Boston University’s Institutional Review Board to begin the study, and 
from CMEA Bay Section, I compiled a list of thirty-seven high school jazz ensembles 
and their directors. From this list of schools, I contacted each director via electronic mail 
and inquired about their willingness and availability for an interview. Twenty-nine 
teachers agreed to be interviewed. I have included a demographic table (see Appendix A) 
that lists each participant’s age, ethnicity, years of teaching experience, education, and 
jazz background. The names assigned to each participant were pseudonyms. 
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CMEA Bay Section is an affiliate of the National Association for Music 
Education (NAfME), and comprises sixteen counties in Northern and Central California. 
This region incorporates an area that spans from the Oregon border, stretching southward 
through the Silicon Valley, and eastward to the Nevada border (see Appendix B). 
Participant selection was based on purposeful sampling (Patton, 2002). They were 
chosen for the information they provided the researcher regarding the nature of the 
investigation. Information gathered from participants illuminated the issues surrounding 
motivation, competition, adjudication, and jazz education. Patton wrote, 	
The logic and power of purposeful sampling lie in selecting information-rich 
cases for study in depth. Information-rich cases are those from which one can 
learn a great deal about issues of central importance to the purpose of the inquiry. 
(p. 230) 		
Patton stated that information-rich cases may also underscore weaknesses “that become 
targets of opportunity for program or system improvement”	(p. 238). I was interested in 
discovering what others thought was helpful and effective regarding competitive jazz 
festivals, but also the areas in which they could be improved.	
Interviews	
As I designed and developed the interview questions for this study, I realized I 
had to consider my role in the interview process. I am aware of many of the issues 
surrounding competitive festivals, and I believe that my understanding makes me more 
sensitive to each participant’s story. For example, I know how it feels to prepare a group 
for a festival performance, and not receive the ratings I believed the group deserved. It is 
challenging to put yourself and your group on public display in these situations for peers 
and colleagues. In my mind, festivals were an assessment, and I experienced both 
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positive and negative assessments as a high school instrumental music teacher. I wanted 
the interview to be all-inclusive, including a teacher’s past history of participation in 
competitive festivals, other factors, if any, that affected their decision to participate, their 
feelings about the feedback they received from adjudicators, the effectiveness of 
festivals, and what individual needs, if any, were satisfied by participating. There were a 
number of questions I wanted to ask each participant, but I was also willing to change 
direction if an interviewee wanted to elaborate on an issue, share an anecdote, or question 
the established paradigm. From the stories of each individual, I looked for commonality 
and uniqueness.	
Because of my longtime involvement in CMEA Bay Section as a member, 
adjudicator, and past president I knew the vast majority of participants in this study. I 
began each interview with a casual conversation, based on a recommendation of Rubin 
and Rubin (2005). Because our paths do not cross often enough, this might include topics 
such as our children, length of time in the profession, whether or not we were doing any 
performing, and general reconnecting. Not only did this technique relax me, but it 
appeared to have a calming effect on the participants as well. Before the interview began, 
I made sure each participant was given a consent form (see Appendix C). While an 
Interview Protocol (see Appendix D) was used that addressed all of the aforementioned 
issues and concerns, the interviews were semi-structured to allow participants the 
opportunity to expand on the questions asked, or to explore tangential issues. In many 
cases, I believed the answers to questions were complicated, and required some further 
explanation. For example, the need to compete could be fueled by an overbearing district, 
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site administration, community, or their own desire. On the other hand, a teacher might 
be hesitant to participate because of past negative experiences or the strength of the 
ensemble. Interview questions allowed teachers to discuss their own educational 
background, their teaching environment including administrative, community and 
parental support, and how all of them affected their performance in the classroom and 
beyond. With the interview questions, there were specific areas of concern that I intended 
to address with participants including their background, attitudes and perceptions 
regarding festivals and competition, and the motivation and particular reasons for 
participation in competitive jazz festivals. 	
Based on suggestions provided by Glesne (2011), all interviews were recorded 
digitally with a Zoom H2 Handy Recorder. Interviews and conversations were 
downloaded from SD Memory Cards, transcribed, and stored when completed. For this 
study, I drove to each participant’s school, requested permission from the site 
administration to interview at each specific location, and conducted one-on-one 
interviews with high school instrumental music educators. Transcriptions of interviews 
took four months to complete; the process began in May and took much longer to finish 
than anticipated. Because I underestimated the length of time each interview took to 
transcribe, and wanted to adhere to the deadlines I had given to interviewees when they 
would receive a copy of the transcription for their perusal, two of my college students 
assisted with this task. They completed the work as trained and made no scholarly 
contribution to the research. All participants were sent completed transcriptions by the 
end of August for their perusal, edits, and/or corrections (member checking); they made 
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no changes or corrections to the transcriptions. 	
During the course of interviewing participants, I made notes about my 
observations in the margins of the Interview Protocol or in my research notebook. It was 
my intention to describe the body language of each participant. For example, questions 
five, eight, and ten focus on what participants took away from the experience, the 
meaning they attached to ratings earned, and if the ratings were viewed as a form of 
assessment by participants, respectively. For many, the issue of ratings felt deeply 
personal. Successes and disappointments were attached to ratings; they marked stages in 
a teacher’s career as well as memories and relationships with students. One respondent 
spoke about how meaningful higher ratings were at the beginning of his career, and how 
those ratings fueled his confidence. With regard to body language, my notes described 
fast speech, words stated in a louder voice, or a sense of calm or agitation while 
answering specific questions. These shifts in moods may have dictated a change of course 
with regard to questioning.  
Another interviewee, upon my mentioning the pictures of past jazz ensembles on 
the wall, talked about the impact former students had on the group but also in many 
cases, what they were currently pursuing. I observed the personal connection, 
appreciation, and fondness many participants manifested when they spoke about their 
students. In each classroom, I made notes about the pictures, awards, and other 
distinctions. While they were not the focal point, they were displayed, and the message to 
students about past successes and expected future successes, perhaps intentional or 
merely subliminal, were observed and noted.	
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Data Analysis	
Once the one-on-one interviews were completed, and the transcriptions of these 
interviews were completed, I began the process of analyzing participants’ remarks. I 
chose to do this manually rather than using computer software based on a suggestion for 
managing data by Merriam (1998). I initially made comments or markings in the margins 
of each transcription, and then looked for commonality or uniqueness among all of the 
responses. Merriam (1998) called this within-case and cross-case analysis.  
My approach to categorizing comments began with my research questions. The 
first research question focused on a teacher’s motivation, and Interview Protocol 
questions 2, 4, 6, 7, 11, and 14 all addressed motivation from different angles. While this 
might appear to be redundant, I wanted to make sure each participant commented on 
these aspects in the event that our interview veered off-topic. Question 2, for example, 
was centered on competition; I was curious if competition itself played a role in their 
decision, and if those feelings changed over time. While perusing the transcriptions, I 
looked for key words or phrases from each participant. Many acknowledged that 
competitive events provided a “gentle push” for focused practice, assisted groups in 
working toward a common goal, and allowed for potential rewards or recognition for 
their students. Others warned about the detrimental effects of too many competitive 
activities including the shift away from education, or how lower than expected ratings 
disappointed everyone. Within the large category of competition, I listed individual 
words and phrases from participants and then looked for commonality and repetition 
among them. 
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Question 4 addressed where an individual’s motivation emanated from, and 
whether the motivation was primarily intrinsic or extrinsic. Some reasons outlined by 
participants were listed in the responses gathered from Question 2, but some related to 
the second research question that focused on need satisfaction, which I will discuss at 
greater length in the section that follows. The second part of Question 4 inquired about 
whether the decision to participate was made independently. Autonomous behavior is an 
important element in SDT, the theoretical framework I chose for this study. I wondered if 
outside forces were at play in their decision; participants were asked about this again in 
Question 7. Again, while this might seem redundant, I wanted to ensure that each 
participant responded to that specific question.  
Questions 11 and 14 were intended to gather participants’ feelings about the value 
they attach to competitive festivals. Many key words and phrases were listed that focused 
on judging, competence, sense of belonging, educational relevance, feedback, and 
hearing other groups. Competence and relatedness (sense of belonging) are tenets of 
SDT. Some of the responses also related to need satisfaction. Throughout the process, I 
looked for commonality and repetition of the responses.  
The second research question was intended to gather the needs satisfied through 
participation. For example, I asked a question of every participant that focused on the 
needs, personal or professional, that were met by attending (See Appendix C). I went 
through every transcription, and made notes in the margins or highlighted words or 
phrases in the transcriptions. I went through the transcriptions again, and wrote down 
words or phrases that each participant articulated. They included: 1) belonging; 2) 
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building relationships; 3) experience; 4) receiving ratings; 5) listening; 6) gaining new 
ideas for literature; 7) playing well and succeeding; 8) mentorship; 9) accountability; 10) 
networking; 11) bonding; and 12) learning life lessons. Another question I asked focused 
on what individuals took away from the experience (Question 5). Statements from 
participants included: 1) seeing others; 2) hearing other groups; 3) notoriety for the 
program; 4) rewards; 5) feedback; 6) personal growth; 7) performance with a grade 
(rating) attached; and 8) learning from mistakes. From the responses, I categorized them 
into specific areas. For example, statement 1 focused on the social aspect, statements 2, 5, 
6, 7, and 8 focused on educational aspects and statements 3 and 4 focused on rewards. 
With each question I asked, meaning or meaning units (social, educational, or extrinsic) 
were established based on the frequency of the iteration. The meaning units were 
clustered into categories and themes. I also looked for words or phrases that aligned with 
SDT. Finally, all of the information was synthesized into a description of the experience. 
The same process was utilized in gathering the responses to needs-based Questions 8 and 
13 from participants.  
In addition to the demographic information gathered from participants in the 
Interview Protocol (questions 1a and 1c), I asked other questions (numbers 3, 5, 6, and 
13) that were intended to help me answer research question 3. I was curious if 
competitive jazz festivals or the adjudicators assigned to them provided educators with 
specific pedagogical or jazz performance information, or if their respective backgrounds 
as a jazz performers and educators had any influence in their decision to participate.   
Key words and phrases were clustered into themes. Five themes were specific to 
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feelings about participating in CMEA Bay Section jazz festivals, and six themes were 
more general in nature.  
In this study, I found that statements and responses from interviewees 
encompassed the spectrum of emotions. Responses could either be identified as positive, 
negative, passive, active, angry, emotional, or resentful reactions to various elements that 
encompass competitive jazz festivals. During the interviews, I would make notes 
regarding a participant’s body language and/or speech patterns. For example, high school 
instrumental music teachers shared a variety of feelings and emotions about the 
experience in general, to the comments, criticism, or feedback they received from 
adjudicators, or the musical and educational integrity of competitive jazz festivals.  
Trustworthiness 	
As a researcher, it was my intent to be conscientious in reporting information 
gathered from participants. I was interested in participants’	feelings and perspectives 
regarding their experience at competitive jazz festivals, and the meaning they attached to 
the shared experience. Because I interviewed teachers in their environment, casual 
observations of them, their facilities, students, and their teaching occurred on occasion. 
While the observations of their teaching were not part of the study, I gathered a picture of 
the environment and the synergy between the teacher and her/his students. 	
Member Checking	
In order to verify the findings gathered from interviews with participants, it was 
important to me that the stories were told appropriately and accurately. In this study, I 
asked questions about an individual’s background, and their opinions and feelings about 
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competitive jazz festivals. While these stories shared some commonality, they were 
uniquely individual. Every participant’s responses to questions were different; some 
would provide lengthy responses to questions while others were relatively short and to 
the point. From each participant, I got an individual perspective but when I started to look 
for commonality there were many common feelings. 
Patton (2002) wrote, “researchers and evaluators can learn a great deal about the 
accuracy, completeness, fairness, and perceived validity of their data analysis by having 
the people described in that analysis react to what is described and concluded”	(p. 560). Every participant in the study, upon completion of the director profile and one-on-one 
interview, was asked to verify the information gathered by the researcher. Participants in 
the study reviewed and corroborated data collected. Participants reviewed their director 
profiles, and information gathered in the one-on-one interview, and made no corrections 
or edits. 	
Reporting of Bias	
Merriam (1998) discussed personal bias as being “inherent in this type of 
research” (p. 22). While my feelings about competitive jazz festivals were strong, and 
based on a number of years of experience, my responsibility was to gather feelings, 
perspectives, opinions, and meaning from others, to place myself in their world, not mine. 
In the section that follows, I describe my own feelings about the experience of preparing 
for and participating in competitive festivals, and my experience as an adjudicator. 
Personal Narrative	
My interest and engagement in this topic has spanned over thirty-five years. I 
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have been both a participant for twelve years and an adjudicator for over twenty years. 
The majority of my experiences as a participant were positive. There were negative 
experiences as well, some of which were echoed by my colleagues. As an adjudicator, 
most of my experiences have been positive, and I always hoped that my criticisms, 
suggestions, and ratings were helpful and objective. 
In this narrative, I refer to the music students at Terra Linda High School as “my 
students.” The students were not mine, they were their parents’ children, but I must admit 
that there were parental instincts at play on my part. I taught them, I took responsibility 
for teaching them, we spent a good deal of time together, and I suppose I wanted to 
shelter them from the criticisms of others. The second reference I use in the narrative is  “my program” being evaluated at festivals. Again, the program was not mine, the classes I 
taught were part of the curriculum at the school. My possessive feelings about the 
students and the program may have something to do with the fact that if students wanted 
to take a music class at the school, I was the only teacher available. There were five class 
offerings, and I taught all of them. In the interview process, I noticed several music 
teachers used the same possessive phrases that I did, and many discussed the personal 
nature of their work. 
My festival experience began in the late 1970s. I taught high school music in 
suburban San Rafael (CA) for twelve years. I took my bands, orchestra, and jazz band to 
CMEA festivals, and the jazz band to many other festivals, both competitive and non-
competitive. I did not take every group to CMEA festivals annually, but the students 
seemed to enjoy the experience when they participated. I based my decisions on several 
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things: 1) students’ schedules; 2) strength of group; 3) number of students who could not 
attend; 4) balance of activity for the group; and 5) school activities.	
CMEA festivals took place on Fridays, between 8am and 5pm or 3pm and 10pm, 
and Saturdays between 8am and 5pm. My CMEA festival experience usually began very 
early on a Saturday as taking students out of class on a Friday proved most difficult 
because of athletic team commitments, work obligations, or other extracurricular 
activities in which my students were involved. My students and I would board a bus and 
travel to the school that was hosting the festival, and that was usually a substantial 
distance from Marin County. We arrived at the host school after a one to two-hour bus 
ride, and walked to the warm-up room. The warm-up room would rarely be fully 
equipped with a drum set, amplifiers, piano, chairs and stands, but we managed to tune, 
warm up, and rehearse a few things in the music that needed some attention. After twenty 
to thirty minutes of rehearsing and tuning, the group made its way to the performance 
venue where we performed a twenty-minute set of music for a panel of three 
adjudicators, and usually a very small or non-existent audience. The performance venue 
could be a theater, but in my experience, the vast majority of festival performances took 
place in school gymnasiums. Currently, that situation has changed; most festivals are 
hosted by schools with theaters. Then, as now, participants have a choice to either sight-
read or engage in a clinic with one of the adjudicators. I always chose sight-reading for 
my students because I believed it was a valuable skill to practice and refine, and I 
incorporated it frequently in weekly lesson plans. When I took private lessons, my 
teachers emphasized sight-reading technique as well, and I believe it had a powerful 
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effect on my teaching. My students always looked forward to the challenge of being able 
of navigating their way through a new piece of music with a minimum of errors. When 
the performance was completed, we walked to the sight-reading room. I was allowed five 
minutes to look over the scores and decide which piece I wanted my students to sight-
read. I briefly talked my students through the piece, and we performed it for the sight-
reading adjudicator. The adjudicator would then critique the performance, and point out 
some of the things that went well, or poorly, in the performance. After that, we posed for 
a group picture, I collected scoring sheets, and if there was time, we listened to 
performances of other groups at the festival. I usually had a chance to see friends and 
colleagues, and we could listen to some other groups before we had to board the bus and 
get the students home. These social exchanges were important for many of us to 
reconnect, commiserate, or congratulate one another. The bus ride home almost always 
involved a stop at a fast-food restaurant or pizza parlor, a playback of the performance 
(on cassette tape), and perusal of the adjudicators’	score sheets. 	
With respect to judging, there was one particular experience that left me upset and 
confused. From the panel of judges, we received three disparate ratings (one I-superior, 
one II-excellent, and one III-good) for our performance, and a superior rating (I) in sight-
reading. Ratings were based on points earned: 90-100 points for a I (superior) rating, 80-
89 points for a II (excellent), and 70-79 points for a III (good) rating. The disparity 
between the highest and lowest score was twenty points. Currently, adjudicators are 
asked to keep their scores within ten points of each other. I was not sure how to respond, 
and it took me quite a while to get over the ratings we received that day. We are very 
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good friends now and have been for many years, but it took another mutual friend 
deceiving us into going to another room at a local music store in San Francisco (neither 
of us knew about this) where we would have to talk about the rating he gave my group 
and the effect it had on our relationship. We talked for a long time that day, and we were 
both able to move forward from the experience. Other than that less than desirable 
outcome, I was always appreciative of the feedback, comments, and suggestions from 
adjudicators at festivals. I considered ratings as a progress report	primarily	for me, and 
shared that with my students every time we went to a festival. I hoped this would reduce 
some of the nervousness each of them might be experiencing. While my intent was to 
reduce their nervousness, it might have had the reverse effect where my students did not 
want a poor performance to impact me in any negative way. 
I have been an adjudicator in CMEA Bay Section since the early 1990s. I have 
tried to be fair and consistent, but I’m certain I have upset my share of colleagues as well. 
Some even confirmed this during the interviews. There is one particular rating that seems 
to upset people more than others. It is an 89, an “excellent” (II) rating, but one point short 
of a “superior” (I) rating. Over the years, I have given more than I had realized. Some of 
my closest friends told me I had given that rating to them at one point or another during 
the interviews. I have since stopped assigning that number to ratings. From an 
adjudicator’s point of view, it is extremely difficult to process and critique everything 
you hear as you are speaking into a recording device, making notes so that you can make 
some substantial written comments for the teacher and the group, and listening to a live 
performance simultaneously. I inevitably miss some things in my attempt to give not only 
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criticism but also suggestions for ways to improve that particular aspect of a group’s 
performance. I make every attempt to talk quickly and succinctly so that I can listen to 
the performance. I must also admit to seeing and hearing some things that leave me 
dismayed about the preparation some teachers receive in jazz education.  For example, I 
have seen jazz ensemble performances conducted by teachers with baton in hand as if 
they were standing in front of a concert band or orchestra, heard teachers tell their 
students to “just play the blues scale”	on an improvised solo section that did not warrant 
the use of that particular scale, seen and heard teachers snapping fingers on beats one and 
three (rather than two and four) on their verbal count-off to start the group, and jazz 
eighth-notes played in an outdated and over-articulated style (dotted eighth followed by a 
sixteenth) rather than those grounded in the rhythm of a triplet (first eighth note getting 
the value of the first two notes in a triplet and the second eighth note getting the value of 
the third part of a triplet). When these issues or comments are seen or heard, the lack of 
experience playing in or teaching a jazz group becomes evident. 	
Lastly, I often feel that I am in a no-win situation in adjudication. If I am too 
critical and the scores I attach to ratings are too low in a teacher’s opinion, I am being too 
harsh and dismissive of their performance and/or the challenges their particular teaching 
environment presents. On the other hand, if the scores are too high, I am accused of being 
too generous and not critical enough in my assessment. There is no intended harm or 
false praise in my comments and ratings; they are simply objective scores based on the 
group’s performance. My experience as an adjudicator has made me more empathetic to 
all the adjudicators who judged me and my groups’ performances.	
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Peer/External Audits	
Creswell (2002) suggested that external auditors were able to assist in the process 
of making sure that themes were appropriate and logical, results were based on evidence, 
checking for researcher bias, and that methodological approaches were justified. In this 
study, eleven themes were discovered. Five themes were directly related to the 
experience of participating in CMEA Bay Section jazz festivals, while the other six 
themes were more general. These findings were based on data gathered through 
interviews. I acknowledged my personal bias, but made every effort to keep it out of the 
data analysis. Methodological approaches outlined by Merriam (1998) were followed 
throughout the study. 
I wanted to ensure that my credibility as a researcher was evident to anyone who 
read the final report. Throughout the process of writing, members of my cohort at Boston 
University have been invaluable resources for organizing, editing, and rewriting. My 
dissertation advisor has already played and continues to play an important role in this 
process.  
Rigor 
In this study, I employed the use of member checking and peer audits in order to 
enhance the validity and rigor of the research project. Every participant was sent an 
electronic copy of their transcribed interview, and no edits or corrections were offered. I 
made every attempt to be ethical in my approach to the questions asked of every 
participant. My feelings and opinions about the subject are woven into the study, but I 
made every attempt to set them aside as I heard and then wrote about the stories of each 
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participant. Because I have experienced the same event each participant talked about, I 
believe every interviewee was honest in their feelings and perceptions of competitive jazz 
festivals. I wanted teachers’ voices to be heard, and I trust that they were.	
Chapter Summary	
 In this chapter, I outlined the elements of qualitative methodology, my research 
method and design, and the research questions that guided my study. Participants	in the 
study assisted me in gaining a better understanding of their motivation to participate in 
CMEA Bay Section competitive jazz festivals. One-on-one interviews were the primary 
source of data collection, and observations of each respondent and their classroom during 
the interviews. Additional document collection was deemed irrelevant to the study. 
Interviews were recorded and transcribed upon their completion. Interviewees were sent 
transcripts for their perusal and verification, and no edits or corrections were made. Data 
from the interviews was identified through key words and phrases, classified by 
repetition, and clustered into themes. In order to ensure the trustworthiness of the final 
report, I gathered data from participants through interviews and kept my opinions to 
myself throughout that process. I acknowledged my personal biases, and included a 
personal narrative of my experience as a participant and adjudicator. Peer audits that 
consisted of classmates at Boston University and my dissertation advisor were invaluable 
throughout the process.
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CHAPTER FOUR: FINDINGS 
In this chapter, I will identify eleven themes gathered through participants’ 
responses to the interview questions. The first five relate directly to the experience of 
attending CMEA Bay Section jazz festivals, while the remaining six pertain to either the 
organization in general or participants’ personal feelings. Because interview questions 
focused on a particular issue (e.g., competition, motivation, and effectiveness of 
adjudication) categorizing statements from participants was not problematic. On the other 
hand, scrutinizing the text from the interview transcriptions to ascertain the centrality of 
the issue in question was challenging. For example, when I asked about the effectiveness 
of adjudication, I often received lengthy anecdotes and/or criticisms of individuals. 
Sifting through the dialogue from participants to determine the centrality of the criticism 
(e.g., disparity of scores, repertoire disagreement, the group’s attire, or lack of 
substantiation for low scores/ratings) was often difficult.	
After transcribing and reading through the interviews several times and taking 
copious notes, five themes regarding the festival experience were identified. They were: 
1.  Feelings about competition  
2.  Judging 
3.  Negative or unhelpful feedback 
4.  Seeing colleagues and hearing their groups 
5.  Questioning the educational value of the experience  
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Feelings about Competition 
Participants expressed their feelings about competition; some felt that the 
experience helped to motivate their students while others felt there was no place for 
competition in music education. For example, Albert stated:  
Competition is good if it drives you to do the best job you can, or makes you play 
your best, then it is a good thing. And I think it’s a bad thing when that’s the only 
motivation, and you can’t accept that someone played better than you. 
 
One element in CMEA festivals that separated them from other competitive activities was 
that scores and ratings were based on a rubric where points were allotted to various 
categories. For jazz festivals, this included elements such as style, improvisation, and 
choice of repertoire. Some believed that CMEA festivals were less competitive because 
of that distinction. Chet, who has participated in many types of jazz festivals, stated that, “I prefer festivals like CMEA that are not ranked. I like to have a rubric, and a rating 
from a panel.” Others despised the fact that scores were posted and inevitable 
comparisons between schools often ensued. Nathaniel questioned the point of making 
winners and losers out of the groups at festivals. He stated: “I think that puts things into a 
sports mentality, which is fine in that area of competition. But to say there is a loser in 
music is counterproductive. In fact, I think it’s obscene.” Gus made time to speak with his 
students about their motivation. He said: 
We discuss regularly why it is we do a competition: Are we doing it for the 
competition? Or is it because we want to be where the best groups are and hear 
the best music, the most artful performances, live in that world where the best 
groups are? 
 
For Gus, the decision to participate was centered mostly on his students. He said: “I have 
mixed feelings. I do it mostly for the motivation of the kids. I feel in my case it really has 
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been a motivator for them to reach a high artistic level/goal.”  Another participant, Paul, 
discussed the positive and negative elements of competitive festivals and stated:   
I have pretty mixed feelings, to be honest. I think there’s definitely good and bad. 
For some kids, the competitive aspect can be a big motivator to improve. For 
others, on the other end of the spectrum, it can be a bit crippling.  
 
Many feared that too many competitive activities took away from music education, their 
primary task. Because of this fear, balancing educational and competitive activities was 
an important issue for many participants. With respect to this matter, Jack stated, “I think 
it's all about balance and how you approach it with the kids.  There's intrinsic and 
extrinsic motivation and intrinsic motivation is more important, but extrinsic motivation 
helps.”  For Jack, motivation to compete may be related to STAR tests (Standardized 
Testing and Reporting) that quantify student progress in Mathematics, Science, History, 
and Reading. They were eliminated in 2013, and replaced by the California Assessment 
of Student Performance and Progress (CAASPP) System. According to Jack, “if there 
was no STAR Test, no one would care about test scores.  I think it's all about balance.”  
Another participant with sixteen years of teaching experience, Diane, spoke about 
balance, but also seemed excited about the challenges that competitions presented, and 
said: “it gives us something to work towards, although I’m cautious about packing my 
schedule with nothing but competitions, because I feel like it takes away from music for 
music’s sake part of why we teach.” Diane also expressed her excitement about the 
challenges that competitions present, and said: “I love competition. I have to say.”  
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Karl recognized the positive and negative points of participating in festivals, but placed 
the onus on music teachers for providing the main emphasis for involvement in festivals. 
He stated: 
I think it has its pluses and minuses. The pluses being that it could have some 
value in the pressure to succeed. But it really has its negatives because of the 
winning aspect. And to me, there’s no winning in music. I believe that it	is the 
director’s responsibility to provide focus.  
 
Tom found himself questioning his participation in festivals. He said: 
I’m actually at the point now where I’m kind of veering away from it. I feel like it 
motivates my students for the wrong reasons, although I want them to be 
motivated. There are a lot of good things that come out of the process of preparing 
for it. But the competition itself, I find that you don’t win, everybody’s bummed 
out. And I don’t like that. Because that’s not why I do it. So I’m kind of on the 
fence. The kids want to go to festival, because they like competing. I mean, we 
often receive twos and threes more often than we receive ones, but they still like 
to go.  
 
Cole saw the value in festivals, but also warned of the emphasis on the competitive nature 
when he stated: 
I think there is a place for it with the appropriate balance. I think competition is 
good, because it allows students to do comparative analysis, for the kids who like 
that sort of thing, to be competitive with another group, to strive for a certain level 
of excellence, even when it’s comparative to another ensemble. I think that could 
be healthy. Of course, it can be way over-stressed, in terms of the competitive 
nature. I personally like festivals that have a little bit of both, where there’s a 
score, some sort of assessment, but we’re also there to get the feedback.  
 
For Jackie, it is important that “festivals align with my goals for the groups; they are a 
guiding part of the curriculum.” She added, “it’s clear what we have to do to be 
successful. It is an important part of what we do, but too much competitive activity is 
unhealthy for anyone.” Hal discussed personal credibility with respect to motivation and 
attendance at festivals, and articulated: “I think, personally, I’m looked at like a credible 
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music educator when you go.” Hal added that this personal credibility could perhaps be 
more far-reaching and said, “there’s this kind of music education culture where if you 
don’t go to CMEA, maybe you’re looked at in a different way. For whatever your reason 
is. I think going to it, it shows that you do care and support your fellow colleagues and 
music education.” Nathaniel spoke about his goals and the depth and seriousness of his 
preparation for festivals in this way: 
I have a goal in mind; I want to get the kids prepared for this kind of evaluation. I 
think it pushes me to make sure the kids are on task, and playing stylistically 
correct, and it just makes me double-check everything I’m doing as well, to make 
sure the tune swings, and to make sure the back beat is right, and to make sure the 
kids are following the chord changes, and making sure that the groove is right, 
making sure that it’s all very clean and cohesive.  
 
Albert discussed his motivation from the early stages of his teaching career, how it 
evolved, and the particular meaning he has attached to it. He said: 
Initially it was to gain notoriety for your program, which goes hand in hand with 
showing your community and your administration and your district that you’re 
doing something…that’s the biggest one. And I think early on, too, it was to 
establish where we ranked against the big guns. And, you go, and you see how 
close do we get, do we even come close? Do we match up? Do we get higher? 
And it’s a validation of your work.  
 
Judging  
 
Judgments made by a panel of three adjudicators were a major concern for 
participants, which in turn impacted the feedback and comments each participating 
director received. While some participants considered adjudication acceptable, many 
others had concerns. Anthony spoke about inconsistency among adjudicators and stated: 
When I know there’s a valuable piece of information I accept it. But when I hear 
something I don’t agree with, I might disregard the comment. Because I just don’t 
feel like it’s going to help the ensemble. So again, this is just inconsistency.  
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Albert discussed comments from adjudicators that contradicted what he told his students: 
 
Sometimes the comments negate what you’ve worked out. When you 
intentionally are doing something and then someone says, no, that’s not how you 
do it, you have to do it this way,	you bite your tongue.  
 
Paul discussed the importance of receiving substantive information in the evaluations  
 
from adjudicators, and said	: 
 
So, as both a player and an educator, I’ve seen some great adjudicators who were 
educators first, and wanted to see groups improve, and offer whatever they could 
to help that group. And I’ve also seen adjudicators who really just criticized. And 
I think the former is very helpful, and that’s why I take my groups to festival, to 
get that kind of experience, and an adjudicator who just offers criticism and a 
score is not really going to give you much.  
 
Albert agreed with Paul’s comments about criticism from adjudicators, and further  
 
elaborated: 
 
I think that the quality of adjudication needs to be addressed, just across the 
board. I think a good player does not necessarily make a good teacher. Getting a 
panel of professional jazz musicians is also not the answer. Because they don’t 
understand, many times, what the kids are going through, and what the teachers 
are dealing with. Someone with an education background will always try and find 
a way to be more constructive about what it is they’re saying, and will try to offer 
solutions. 
 
When the adjudication was helpful, however, Diane, articulated what that meant to her 
and her students when she said: 
To see how your ensemble, and how long you’ve worked all year toward this, and 
it’s a good kind of check to see where you are as a director. How your teaching is 
effecting the students’ performance. It’s nice to have the plaque, and it’s just a 
good way to really show that you’re either on the right track, or  you’re 
succeeding, or if you need to work on some things.  
 
Edward discussed his frustration with disparity among scores from adjudicators when he 
stated, “there have been numerous times when one judge gives a 95 [a I rating], and 
another gives an 82 [a low II rating]. I always have a hard time with things like that.” 
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Dean discussed the difficulty of explaining and/or rationalizing less than stellar ratings to 
his students, who attend a school where high expectations rule the landscape, and said, “I 
try to downplay the ratings, but they [the students] are very competitive. When the ratings 
are lower than anticipated and expected, the students are so dejected. It doesn’t last too 
long, but it has an effect on them.” 
Negative or Unhelpful Feedback 
The issue of inconsistent adjudication also had an impact on the feedback or 
advice given to participants. Regarding feedback from adjudicators, Gus stated: “I'm 
generally dissatisfied. I feel like I know more than they do.  I feel like they're not hearing 
some of the stuff we're working on. They don't hear a lot of what the kids are doing with 
improvisations.” Gus felt that this problem was potentially more harmful, and added,  “so 
you get people who aren't as immersed in it as you are, or haven't been in a long period of 
time, and they're evaluating things they don't understand.” Nathaniel discussed the 
importance of valuable information garnered from adjudicators: 
Sometimes you get an adjudicator that just says the same thing that you already 
know everyone’s going to say, you know, and you work through those challenges 
in rehearsals. But sometimes you get new information, and that’s great. I didn’t 
think about that sharp four on that diminished chord, so I need to focus on that for 
the next time. So I really like that valuable feedback.  
 
Sam discussed specificity with respect to comments from adjudicators, and said: 
There are times where the feedback is amazing, and you learn so much, and 
you’ve taken that feedback into the next rehearsal, and there	are some instances 
where the feedback is so broad and nebulous. You interpret it for yourself, but it’s 
not specific. I think the critique or the clinic aspect of it can be focused on the 
solutions.  
 
Cole agreed with Sam’s feelings about specificity, but elaborated further: 
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An ineffective judge is one that does not give you much feedback, one that gets 
hung up on one particular thing, especially when you hear it among many 
different ensembles. Even though it may be a valid thing, some judges have that 
thing they’re always looking for. I’d say the biggest issue is being able to not just 
point out what you notice as incorrect, but giving some specific ways to correct 
the problem.  
 
Dan articulated his suggestions about improving unhelpful feedback from adjudicators by 
advocating for a new system of selection. He said: 
Our antiquated system of selecting judges does not allow for professional 
musicians. They should get a waiver and be allowed to judge without going 
through the apprenticeship because their professional credits and experience 
suggest they are more than capable.  
 
Seeing Colleagues and Hearing Their Groups  
For these participants, the importance of seeing colleagues and hearing other 
groups at CMEA jazz festivals was central to their perspectives for why they attended 
jazz festivals. There was a social aspect for participants’	attendance, and for some, it was 
an aspect of great magnitude. Participants claimed that festivals provided an opportunity 
for them to see colleagues, friends, and/or former classmates. They were there to 
reconnect and support each other in the name of music education. Listening to each 
other’s groups was supportive and educational; they enjoyed seeing their friends and 
colleagues in performance and got valuable repertoire ideas and information by listening 
to other groups. Participants intimated that students received benefits as well; they were 
able to observe other students their age achieving high musical standards. Anthony 
discussed the benefits of friendships and collegial relationships that helped make his 
festival experience more personal, and said: “Personally, I like making connections with 
educators; some of my great friends come out of this.” Anthony suggested that these 
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relationships were in some cases deeper, and perhaps forged many years prior. He added, “because we started school together and we’re still in the circle together, we’re great 
friends. And so, when you have the personal touch I feel you have that personal 
connection, you invest into what you believe in more.” Matt expressed the importance of 
belonging to a community of music educators when he said, “There are moments where 
we’re there the whole day, and I could talk to some guys and that really helps. Getting to 
meet people from other schools is a good sense of community.” Karl spoke about the 
importance of cultivating friendships, building new ones, and hearing other groups 
perform. He stated: 
Oh, it’s like the only chance I get to see all my friends, my fellow music 
educators. I get to meet a lot of new people, and I get to hear a lot of different 
music. I mean, that’s pretty killer. I know what I’m going to play for festival next 
year based on what I heard today. So that’s definitely a good thing.  
 
Paul agreed with Karl sentiments, but also added: 
 
It’s a great networking opportunity. Just to see folks in the area bring their band, 
hear what other programs are sounding like, and just schmooze with people a little 
bit. So that’s good. I had great experiences as a student, playing in that kind of 
environment. And I really want my kids to have that experience.  
 
Some participants commented on the importance of listening to other groups at festivals. 
Tom said: “I like going, because we get to hear a lot of other great ensembles. So I want 
them to listen to the great bands, I want them to listen to the bands that are better than 
us.” Tom added,  “I appreciate the opportunity to mingle and meet other people at their 
level. I also like being able to meet up with my colleagues, and discover how [Teacher X] 
gets his band to sound like that.” Chet felt that the aspect of listening to other groups at 
festivals should be emphasized more, and stated: 
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I mean, I like to go to a big festival because there’s a lot going on that’s exciting, 
but I do like having blocks where you get to hear other groups. There’s focused 
listening encouraged by all the teachers--these are the five bands I want you to 
hear. And I feel like some people just kind of turn their kids loose.  
 
Jack shared a similar viewpoint with Chet’s comments, but felt that such listening should 
be a required element at festivals. He said: “I would make mandatory audience 
participation.  Why not, in fact, make it so that kids have to evaluate other bands while 
they’re there? Chet has actually changed some aspects of his teaching by having the 
students evaluate other groups, and said: “that’s something I’m starting with them.  But 
there have been years where I’ve said you’ve got to go watch three groups, here’s the 
sheets,	so they’re adjudicating [Brand X] School, you know? “ 
Questioning the Educational Value of the Experience 
Promoting the educational value of competitive jazz festivals with the inclusion of 
a clinic for all participants was a theme that emerged in this study. That option was only 
available to participants who chose not to sight-read. The importance of this was based 
on	feelings that adjudicators were “out of touch,”	and comments that focused on criticism 
rather than actual teaching strategies and suggestions for improvement. This setting 
forced an adjudicator to teach the group in a live classroom. Their comments either 
echoed what the teacher had been saying, or they illuminated a concept that had been 
overlooked. In either case, it was this educational dialogue that was so important to 
participants. Sam felt that festivals should include more than just a performance, and 
suggested: 
I think something that we’ve noticed in other festivals that I’ve been part of, is the 
whole workshop thing, and more interactive learning experiences for the students 
who happen to be there the entire day, and that it’s not just perform, get in, get 
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out. That can be an all-day process where there are workshops and other 
activities.  
 
Anthony preferred having his students in a clinic rather than sight-reading, and said: “I 
sign up my groups for a clinic on purpose, and not sight-read.” For Anthony, there was an 
ulterior motive at play in his reasoning. He said: “ I want to see one of these judges work 
with my groups, or groups, depending on how many I bring. And hear their feedback, 
their personality, how they connect.” Nathaniel expressed the sentiment that clinics 
should be required for all participating groups, and stated: 
I would like to see festivals include warm-up, performance, sight-reading, and 
clinic. The amount of time we’re in the sight-reading room could be doubled, and 
judges could rotate. So the judge from the performance room follows through, a 
band does sight-reading, then a clinic.	It adds to the educational value.  
 
Matt discussed the importance of sight-reading for him as a teacher, and said: “you know, 
both of our last sight-reading ventures, we did quite well in sight-reading, and that’s part 
of one of the reasons why professionally, I feel that’s very good for me.” He added that 
the experience was more extensive for his students’ educational process as well, and said: “to know that the sight-reading aspect, what I’m training the kids to really do in real life –	
that is really great.” He further elaborated on meaningful discussions with adjudicators 
that heightened the educational experience for him and his students: 
When you do great in sight-reading, you tend to have a little bit of a clinic in 
there, because you get that interaction. If you don’t do so well in the sight-read, 
then what happens is you have a long discussion with that clinician about all the 
little things you didn’t do so well. There’s usually phrasing conversations, there’s 
the idiomatic, there’s the stylistic, but if you do well, you get a little bit of talk. At 
our last CMEA event, we had a nice long talk. And it was way off topic, but it 
was very nice. It really set us all at ease, and getting to know our judges better 
would be a huge help for all of us, not just myself, but the kids too. Because then 
they get to have the information straight from the mouths of the people who are at 
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the higher level, the next level we’re all trying to attain to, and get that quality 
feedback.  
 
Tom suggested another way of promoting educational value, and said: “if it was up to 
me, it would be really focused on educational aspects. So I would center a festival around 
a guest artist, topic, or focal point.” Tom further elaborated: “so let’s say that our festival 
focus was going to be the music of Duke Ellington. And everybody that’s going to come 
is going to play Duke Ellington charts.”  Tom suggested that the entire program need not 
be representative of one artist/composer, and said: “and maybe you could choose one 
other chart that’s not Duke.” In order to accentuate the focus of a particular genre or 
composer, he added: “and we’re going to bring in experts in his music, or we’re going to 
bring in historians that tie into this type of music.”  
Participants seemed to crave more meaningful connections with adjudicators; they 
expressed a desire to see them interact with their students but also with them. Matt put it 
this way: 
It goes back to just not having enough time to really sit down with the clinicians, 
to get an understanding as to what they’re trying to get across to us. I don’t think 
they’re wrong, I don’t think their point of view is skewed in any way. I just don’t 
think that they have enough time to communicate with me what they were going 
for, in the style and the way they do it. Perhaps it’s just, they can only afford so 
many adjudicators, you know, and that’s the limited time they have to get all these 
groups through.  
 
The first five themes identified related specifically to the experience of attending  
 
jazz festivals from participants’ responses. The following six themes were linked to  
 
CMEA Bay Section or participants’ personal feelings. They were: 
 
1. More progressive thinking 
2. Challenging the current pool of adjudicators 
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3. Positive feelings about process and growth 
4. Cost versus benefits of attending 
5. Feelings of isolation 
6. Lack of administration’s awareness 
More Progressive Thinking 
While CMEA Bay Section has initiated the process of looking at the rubric upon 
which participants at all festivals were being judged, many believed that context (e.g., 
school population, level of the group, and hours per week of rehearsal) should be 
included in the rubric. Tom suggested:	
I would actually give them a roster so they can see what grade the kids are in. 
They can see this is our only jazz band. I’m not really sure that they have the 
capability of doing that, but it seems to me like it would be way more valuable. I 
think it’s very important that the festival gets to know the different bands that are 
performing, where the bands are coming from. I think there’s a lot more 
information that the festival organizers need to get from the high schools that are 
coming to their events.  
 
Very little has been done about the format and organization of festivals; they have 
remained virtually unchanged since the 1970s, and a number of participants were aware 
of this even though most of them were not teaching at that time. Anthony offered these 
thoughts about change: “we’re all the young ones and we can’t wait to take over. We 
value progressive thinking more than many of our mentors. I am looking forward to 
seeing CMEA progress.” He added how important it was that feelings and values among 
his colleagues were shared, and said: “I’m just always excited to get to be surrounded by 
people of my personality, that we get it, and that we’re serving the community.” 	
Some participants called festivals “a game”	that needed to be learned, as if 
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success was simply formulaic. Albert, already somewhat disillusioned by the festival 
format, said:	
Here’s how I see the game. There’s the programming to your audience, so 
knowing what the adjudicators want to hear and that is sort of long established. 
I’m glad that it’s not, it’s no longer the ‘Oh you have to play a swing, and a 
ballad, and you close with a Latin. I’m glad that it’s not that repetitive, but you 
pretty much know what the judges are expecting to hear. And then, so once you 
figure that out, it doesn’t become as challenging. So, for anyone that has figured 
out the game, I don’t feel that there’s much to be gained from going to the 
festivals as a director. For the students I think it’s different. But for the director 
it’s not.  	
Others expressed similar feelings about expected repertoire to be performed, an 
important element of success at “the game,”	and the negative comments they received 
from adjudicators about their choices. Two participants, Graham and Len, questioned 
why CMEA Bay Section was so intolerant of popular music being performed at jazz 
festivals when noted jazz guitarist Pat Metheny recorded an album in 2011 that featured 
compositions by Paul Simon and The Beatles among others. Another participant, Karl, 
was hesitant to program a popular tune from Beauty and the Beast recorded by Gordon 
Goodwin’s Big Phat Band. According to these participants, if popular music was good 
enough for Grammy award-winning jazz artists, why wasn’t it good enough for CMEA 
Bay Section?  
Challenging the Current Pool of Adjudicators 
Some participants stated that adjudicators represented an “old boy network”	that 
was deemed exclusive. Many younger participants felt that they were under-represented. 
In order to be recommended and considered for adjudication, teachers should have 
received unanimous superior ratings for three consecutive years. Some believed there 
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were other considerations made. Regarding the age of some adjudicators, Nathaniel 
stated, “There are some judges who are at the same age [70] that should not be allowed at 
a festival at all. They just don’t relate anymore, they’re bitter, and they just bark off 
comments.” Albert also commented on the age of the current pool of adjudicators, and 
said, “I went to the adjudicators’ session at our conference and saw no other adjudicator’s 
in my age group. Everyone was at least fifty years of age or older.” 
There was a perception among a number of participants that adjudicators were out 
of touch; they either hadn’t been in a classroom for ten years or more, or didn’t know the 
literature that was being performed.	Kristina, a participant with thirteen years of teaching 
experience, felt there could be more to the adjudicator selection process than the 
organization claimed, and said:	“you have to get unanimous superiors a certain amount of 
years, at least that’s what it used to be. And you have to be asked. I don’t know who 
asks.” She elaborated and said: “ I saw a colleague adjudicating a couple of weekends 
ago. He’s been teaching for three years. Finished his credential program last year, and he 
got asked. So, I think it’s who you know.”	
Positive Feelings Regarding Process and Growth 
Participants feel that CMEA Bay Section festivals fulfill their personal goals 
related to accountability, process, growth, and the National Core Arts Standards (2014) of 
creating, performing, responding, and connecting as well as state standards adopted by 
the California State Board of Education. With respect to accountability, Chet stated:	
So, number one takeaway was, I was really happy with the way my kids acted on 
the trip. And it really had nothing to do with their performance. They were 
prepared and played well; they played exactly like I wanted them to play. But, I 
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took the trip, and did the festival because it makes everybody accountable, even 
for, you know, a twenty, thirty-minute section. 
	
Festivals took a toll on students because they were scheduled on Friday evenings 
or Saturdays when work, family, or other school activities might take precedence. Matt 
spoke not only about accountability but other things learned by participating in festivals 
and remarked:	
Festivals teach me how to deal with negativity, how to stay positive, and how to 
deal with pressure. I do better as a teacher getting this information. It helps me to 
understand the CMEA judges and what they are looking for. It’s ok that I disagree 
at times with them. It helps me to keep myself accountable, and keep the kids 
accountable for dissenting opinions, and how the information is subjective. And 
how do we deal with that type of subjectivity, in terms of who’s good, and who’s 
not good. And I think in the arts, that’s good for all of us to get used to, because 
we all have to kind of grow a thicker skin. And so, for me, it helps me to grow a 
thicker skin too.  
 
For some, festival participation was the culmination of a teaching unit, and the 
performance provided a different type of pressure than a school concert for parents, 
family, and friends. Many spoke about the gratification that came with hearing the 
group’s performance after a period of time, and the improvement and growth in their 
students’	performance. Anthony had this to say about process:	
When it’s all said and done, you look back, and you look back in August, and you 
really can see and hear the growth. Yeah, just, having a good time with each 
other, knowing that there are expectations, you know, you got to have the passion 
and the control. Maybe not those ten minutes on that stage, but it’s part of the 
process, and to my mind, you know, as long as they get it, the it that we’re trying 
to get…you know the ensemble, the –	how this communicates with this, how you 
talk with me in front of one another, and they get this comment, these types of 
comments, from a lot of us, not all of us. CMEA jazz festivals are not the end all-
be all. It’s just another stepping-stone, milestone. It’s an important part, but we 
don’t stop there.		
 
Mark spoke about what festivals provide for his students and said, “they’re good 
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benchmarks, and, I feel like my kids work hard to do a good job at them. Not necessarily 
that they’re not going to win, but that they can experience the culmination of a project.” 
With regard to NAfME standards, and responding in particular, many teachers stated that 
writing assignments about the festival experience from their students were included in 
their course syllabi. Kristina stated: 
I don’t know, I mean, so much of what we do is common core, you know, we do a 
lot of reflection, we do a lot of the whys, and how we get to our opinions. So I 
think that in our discussions, in our written reflections, we’re covering those 
things. Which –	it does give us time to reflect. I haven’t really changed what I’ve 
done. The administration	has had us do things like write argumentative essays 
with the students, which is, you know, I did it as much as I could, but I think I’ve 
kept it pretty much the same. I might think through presenting an article to them 
very differently, or asking them to write key things about the article, or I might 
use the word ‘annotate’	and demonstrate more than I normally would have. I 
might have just said read the article, and I’m going to ask you questions, it might 
be more specific. But I’d say I’m still doing the same stuff I was before.  
 
Frank discussed the rubric upon which all groups are rated and the importance of 
their alignment with state standards, and articulated: 
The state standards help me show my administration that I’m involved in a 
professional organization that has national standards and state standards in mind. I 
can bring the score sheets back to my administration and say, ‘three college 
professors agree that we need to work on these things,’ and it really helps with 
curriculum and assessment of what I do. 
 
Participants spoke about the difficulty of managing performances with their 
teaching. Occasionally, process and product were in conflict with each other. Sam stated:	
Product –	product is great for when you need to prove that. It’s a good motivator 
to get your students to have something to strive towards. But I feel, and 
sometimes it’s at the expense of the process, there are techniques and musicality 
that are overlooked when it comes to getting to this goal. I feel like I’m torn 
between both. Because I see how well these competitions are motivating our guys, 
but then at the same time, it’s sometimes at the expense of some growing process 
and techniques to develop as a musician. 
 
		
98 
Nathaniel felt that the process of preparing for this type of performance was 
important, but also included accountability and stated: 
Well, the value is, I think it’s important that the kids have this process, that they 
prepare for evaluation by expert adjudicators, and to be able to be told what they 
did well –	obviously, you know, you have to have praise –	and then to be told, you 
know, what could be better. What you can do better. What your personal 
responsibility is to the piece of music. How committed are you to playing your 
part correctly? You have to be committed when you play a crescendo, the whole 
group has to be committed to doing that, that’s what makes it sound so thrilling 
from the audience. It’s great for someone else to say all those things. And to hold 
the kids accountable for –	even if it’s just for 25 minutes. 25 minutes of the 
performance slot, or the clinic slot that they have.  
 
Cost Versus Benefits of Attending 
 
Participants outlined some positive aspects of festivals, but some also questioned 
the expenses associated with attending festivals. Transportation costs and participation 
fees have continued to rise, and for some, the distance from host schools made 
participation prohibitive. Cole, who usually brings multiple groups to festivals, spoke 
about his quandary in this way: 
That means more expensive. That means a more expensive festival. It’s already 
$200 a band. I have five groups, $1000. That’s before transportation or anything. 
And then if you have a bad experience, then you’re like, well, what am I paying 
this for? I could have people come into my class.  
 
Diane saw the cost in a more negative light and remarked: 
Well, I think if we go back to just jazz specifically, I think that CMEA in a lot of 
ways is elitist. Either you have the money to attend or you don’t. So we’re leaving 
out a lot of schools who can’t pay $250 a group, you know, because they don’t 
have it in their budget or they don’t have a budget. So I think that we’re supposed 
to be helping music education but really, we’re only allowing the top tier to 
participate, and that’s really against what our mission should be.  
 
Tom commented on the value of competitive festivals compared to others for his students 
by saying: 
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It’s more for the students. I’m looking at maybe going to one or two competitive 
festivals instead of four or five. So, kind of scaling back, but still giving them the 
experience, you know? And I want them to figure this out on their own, not just 
through me telling them. I’m going to still tell them how I feel about it, but I don’t 
want them to base their own decision-making process just on what I say. I want 
them to experience it themselves, so they can go to a noncompetitive festival and 
see what a great experience we had, we had this wonderful clinic and we went to 
some workshops. We heard these great bands. Then  we went to a competitive 
festival. And that was fun. We got to hear some bands, and we came in fourth 
place. There was nothing else. There was no clinic, there was nothing. So,  where 
was the better value?  
 
Feelings of Isolation 
Many teachers spoke about isolation in their job and in the profession. 
Oftentimes, music teachers were a faculty of one at high schools and had no colleagues 
with whom they could share thoughts and ideas. Some taught in remote areas, and felt an 
even greater disconnect from the profession because they were unable to attend CMEA 
Bay Section’s annual winter conference or other state-affiliated conferences. Regarding 
isolation, Matt articulated: 
Until the school districts can give us more funding to have multiple teachers, then 
I think we’re very, very isolated. I don’t have very many friends in this business, 
because I’m not able, with my family situation, to get out much to the different 
types of conferences that we have all over the state. I don’t have the opportunity 
to get out and really mingle with my peers as much as I’d like.  
 
Similarly, Sam spoke about isolation in the private school environment by stating: 
 
What we do is isolation work. I mean we just get buried in our little bubble. And I 
bet the private schools feel this a little more. There’s no district. For us, there are 
four schools in our archdiocese that are considered high schools, and it’s weird, 
because I don’t know two of them.  
 
Joel also expressed his feelings about isolation, and said: 
Yeah, I would say that as a newer teacher, trying to still figure out what works 
and what doesn’t work, we spend a lot of time in our bubble, in our program, I 
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guess a little bit isolated. So, as a new teacher, I hope what I’m doing is effective, 
and coming to these events often validates that it is, or that it isn’t.  
 
Lack of Administration’s Awareness 
There was a lack of awareness and interest on the part of administrators that 
teachers participated in CMEA festivals. It was unknown if this was due in part to 
teachers fearing some sort of retribution from administrators if their performance and/or 
rating was less than stellar, or they simply had no time to explain the structure and benefit 
of such an activity. Chet expressed his interest in festivals, a feeling that wasn’t shared by 
his administration. He said, “festivals are important for my students and me, but 
administrators have no frame of reference.” Jack articulated similar feelings, and stated: 
They are important for me, but not for my administrators. I think I've heard in 
[Brand X district] schools it's a big deal. For better or for worse, there are pros 
and cons, I don't think my administrator cares. 
 
Joel thought festivals provided an assessment for him, but added “my administration is a 
little clueless.” Some participants used other words to describe festivals in an attempt to 
get the attention of their administration. Elliott said: 
I don’t think administrators care; I always try to put it in context that they would 
understand, and I always tell them that CMEA is like our standardized test or 
SAT. It’s our yearly assessment that’s to say, you are doing things correctly, here 
are your weaknesses, and here are your strengths. 
 
Chapter Summary  
Participants felt that CMEA Bay Section festivals needed an overhaul; a 
reassessment of what was working and what was not working. As stated earlier in the 
chapter, the organization is currently reviewing the rubric used at CMEA Bay Section 
festivals, yet the format of festivals is the same. Participants were appreciative of the 
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service that was provided, and thought that festivals aligned with their goals of process 
and growth. For these participants, CMEA Bay Section festivals provided a worthwhile 
performance experience for their students as well as a “measuring stick”	for themselves 
and the ensemble. Festival participation satisfied some important personal needs for 
participants, including social interaction, focus, validation, rewards, accountability, 
responsibility, mentorship, experience, and their beliefs in process and growth for their 
ensembles. Although the determination to participate was made autonomously by 
everyone, many admitted in interviews that both internal and external mechanisms were 
factors in their decision to participate. Internally, the participants felt the need to 
participate because they went as young players themselves. Some used the phrase, “It’s in 
my DNA.”	Externally, the pressure for some of the participants to attend festivals 
originated from the school, the parents, the community, or an influential predecessor 
whose history of past festival success at the school was prominently displayed in their 
classroom.  
According to the participants, festivals satisfied a number of personal needs for 
participants including the social aspect and musical benefit of seeing and hearing 
colleagues and other groups, a positive environment for professional networking, a push 
or focus for both teachers and students, validation and enhancement of one’s perceived 
competence for a job well done, tangible rewards that can be earned and displayed, 
musical accountability, personal responsibility, mentorship, and valuable performance 
experience.  
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Inconsistent adjudication and unhelpful feedback permeated the negative 
commentary regarding competitive festivals. Participants’	comments about inconsistent 
adjudication included disparity of scores, lack of justification for ratings given, paltry 
commentary or mere criticism devoid of suggestions for improvement, and in some cases, 
a general lack of knowledge about advanced repertoire and improvisation. There were 
perceptions that the adjudicator pool represented an exclusive “old boy”	network, and 
allegations that selection was in some cases based on social connections rather than 
accomplishments in the field of music education. They commented on success at festivals 
as being “formulaic.”	The choice of repertoire appeared to be critical in their collective 
opinion, based on what many believed was expected by adjudicators. If one’s program 
included a swing, ballad, and Latin tune, and they were played reasonably well, higher 
ratings were generally awarded. Some thought that their creativity with respect to 
programming was thwarted because of these restrictions, and	many questioned 
adjudicators’	comments regarding their choices of repertoire. Many were forced to 
continually weigh the cost versus benefits of participation, and in the spirit of enhancing 
the educational value of festivals, suggested the addition of a clinic for all participating 
groups.  
Many teachers spoke about their district or site-administration’s lack of 
knowledge or interest in their participation or importance about the event itself. It is 
unknown whether teachers chose not tell administrators about their participation because 
they speculated about potential ramifications if they did not receive a Unanimous 
Superior plaque, or their ratings were not high enough. Perhaps the participants found it 
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easier to avoid the whole issue and waited until the results were tabulated before 
something was said. Some suggested that CMEA could do more within our own 
membership to educate non-participants about festivals, and district and site-
administrators. The importance surrounding the festivals was that participants felt they 
were a peer review situation where music teachers critiqued and helped their fellow 
music teachers. That characteristic was one of the greatest perceived strengths of CMEA 
Bay Section sponsored festivals. 
Many participants talked about their experience traveling to competitive jazz 
festivals. For any site host and any within-district, city, or county participants, travel 
distance was negligible and a moot point. Site hosts were members of CMEA Bay 
Section who chose to hold a festival (i.e., jazz, band, orchestra, vocal, or solo-ensemble) 
at their school. They provided rooms and venues for warm-up, performance, and sight-
reading/clinics as well as volunteers who posted scores, managed a snack bar, and 
recorded, downloaded, and processed compact disc recordings of performances for all 
participating groups. It is a sizeable venture that requires a great deal of advanced 
planning for which they receive compensation from CMEA Bay Section. Within-district, 
city, or county participants are relatively close in proximity to a site host. For others, 
however, travel was often time-consuming and expensive. There was an element of stress 
in the process, including dealing with inexperienced drivers, students with motion 
sickness, flat tires and other non-emergency vehicle problems, and bus companies that 
were late or fail to arrive. Regardless of whether one traveled lengthy distances or locally, 
every participant except the site host had to deal with a new surrounding, an unfamiliar 
		
104 
performance venue, amplifiers, equipment with which both students and teachers were 
unaccustomed, and the use of a sound system that was perhaps most foreign of all. In 
spite of the difficulties, participants acknowledged the positive aspects of traveling 
together where esprit de corps and personal connections were forged and developed.  
Participants addressed the historical influence to attend competitive festivals. This 
can be generated internally or externally. Internal generation stemmed from individuals 
who participated in festivals as youth musicians themselves. They retained generally 
positive memories of those experiences, and hoped to provide the same positive 
experience for their students.  External generation emanated from the administration, the 
school	or community’s expectations, or from the musical group’s history of past 
participation. Some of the participants who were in their first few years of teaching 
sensed this more than others. They ultimately made the decision on their own, but 
acknowledged the need to participate because their predecessor did.  
The outcome, including both positive and negative ramifications, provided the 
final element of the dynamics of the experience for these participants. When 
performances went well, teachers, students, parents, and chaperones felt positively about 
the activity. When these performances were exceptional, rewards and recognition were 
also attainable. Unanimous Superior plaques were awarded to those groups who achieved 
four superior ratings from adjudicators in their prepared performance as well as in the 
sight-reading component of the festival. Some participants, however, expressed 
discontent over negative outcomes and the fact that all scores were made public. 
Obviously, when performances did not go well there was a shared feeling of 
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disappointment and/or failure by all constituents. Because scores were posted, many felt 
that unnecessary and occasionally malevolent comparisons were made between groups. 
One participant, Karl, observed his own students doing this to another group at the same 
school. 
Participants expressed some positive feelings regarding CMEA Bay Section jazz 
festivals, but also outlined some suggestions for improvement. I discovered that every 
participant attended on their own volition. Based on comments articulated in interviews, 
participants felt that some needs were satisfied by going, but also acknowledged that 
other needs were not being met because improvements in festival format have been slow 
to materialize. 
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CHAPTER FIVE: DISCUSSION AND FUTURE RESEARCH 
In this study, I gained a better understanding of what motivated high school 
instrumental music teachers to participate in competitive jazz festivals, what needs were 
fulfilled by doing so, and if their jazz training played a role in their decision. These areas 
of interest became research questions that guided my study. They were as follows: 
1. What motivates high school music teachers to participate in competitive jazz 
festivals? 
2. What specific needs are satisfied through their participation? 
3. How does one’s jazz background influence motivation to participate in CMEA 
Bay Section events? 
Self-Determination Theory 
The theoretical framework I used for this study was Self-Determination Theory 
(SDT). Deci and Ryan (1985) suggested that one’s sense of well-being and intrinsic 
motivation was fueled by autonomy, competence, and relatedness. Using the tenets of the 
theory, I was curious what role each played in each participant’s decision to partake in 
competitive jazz festivals. Intrinsic motivation corresponded to activities that were 
pursued for inherent satisfaction or enjoyment rather than potential rewards or acclaim. 
Autonomy referred to independent actions, not those imposed from a higher level. 
Competence was linked to one’s ability to accomplish a given task. Relatedness was 
linked to one’s connectedness to colleagues or a profession.  
Deci and Ryan (1985, 2002) wrote that self-determined behavior had a positive 
effect on one’s intrinsic motivation and growth. According to Deci and Ryan (2002) and 
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Butler (2014), motivation to pursue and engage in a particular activity needed to be 
primarily internal. If the inclination to pursue an activity was fueled by external forces, 
“intrinsic motivation will be undermined” (p. 11). All of the participants in this study 
participated in CMEA Bay Section jazz festivals based on their own volition. Behavior 
was self-determined and their motivation was primarily intrinsic. Another element that 
influenced an individual’s intrinsic motivation was an extrinsic reward. Although 
teachers were primarily motivated by the activity itself, they also acknowledged the 
secondary value of extrinsic rewards. Potential rewards were a part of the motivational 
picture for teachers and students alike; they provided a sense of pride in accomplishing 
something together and a symbol of their achievement. Intrinsic and extrinsic motivation 
both played a role in decision-making. Sansone and Harackiewicz (2000) asserted that 
intrinsic and extrinsic motivation were not mutually exclusive. With respect to behavior 
that was chosen or decreed, Deci and Ryan (1985) wrote: 
We assert that a behavior is truly chosen only if the person could (whether 
intuitively or deliberately) seriously consider not doing it. The inflexibility of a 
person’s having to do a behavior and not being able to seriously consider other 
options suggests that the behavior does not represent true choice, even if it was 
decided on. (p. 155)  
 
While participants in this study made the decision to attend CMEA sponsored jazz 
festivals in 2014, they acknowledged that in some years, they chose not to attend for a 
variety of reasons. Based on Deci and Ryan’s assertion, the behavior of each participant 
was chosen.  
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Competence in an Activity 
As some high school instrumental music teachers chose not to take their jazz 
ensembles to festivals, I discovered that motivation to participate among those I 
interviewed was based on an individual’s sense of competence. From early childhood, 
accomplishments were accompanied by applause, hugs, and/or kisses from parents and 
relatives. Accomplishments later in life garnered more substantive rewards such as 
money, power, and prestige. For most people, competence became something valued not 
only individually, but by others as well. Hal spoke about credibility regarding his 
participation; Albert called ratings a “validation” of his work; and Diane used words such 
as “the right track,” “succeeding,” and “a good check” in describing her feelings about 
festivals. Deci and Ryan (1985) indicated that the more competent an individual felt 
about an activity, the more intrinsically motivated they were to participate in the activity 
repeatedly. Positive feedback that individuals received also fueled intrinsic motivation 
because it affected one’s perceived feelings about their competence in an activity. 
Participants in this study expressed the tradition attached to their attendance, and many of 
the teachers I interviewed talked about their continued success at festivals. I believe that 
past success played an important role in their decision to attend because of Deci and 
Ryan’s assertion that competence in an activity fueled intrinsic motivation. On the other 
hand, the deleterious effect of negative feedback that suggested incompetence decreased 
intrinsic motivation. Deci and Ryan (1985) made a distinction between negative feedback 
that suggested incompetence and negative feedback that could have a positive effect on 
one’s future competence. The latter does not have the same deleterious effect on one’s 
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intrinsic motivation. The importance of consistent adjudication and constructive feedback 
was connected to one’s perceived competence, and this concern was articulated by many 
participants. If standards were being imposed on teachers and their groups, it seemed that 
participants had a right to demand the very same from the panel of adjudicators who were 
imposing their judgment on others.  
Using SDT as a framework, Roth (2014) discussed teacher competence. In line 
with Deci and Ryan, he claimed that teacher’s were more likely to participate in activities 
in which they felt competent. This was enhanced by clear expectations on the part of 
management. Many participants in this study spoke about the detachment they feel from 
their administration. Roth added that autonomous behavior was dependent on a sense of 
relatedness with others, and was “essential for integration processes” (p. 43).  
Feedback and Motivation 
With respect to perceived competence, participation in competitive jazz festivals 
gave teachers a substantive evaluation of their work and the progress of the group being 
adjudicated. Many participants viewed ratings earned as a measure of their teaching 
ability. Ryan and Deci (2000) asserted that one’s competence was fueled by feedback, 
and feelings about one’s competence also increased intrinsic motivation. Hallam (2002) 
added that feedback could foster self-esteem, and when the feedback came from someone 
who was held in high regard, it had an even greater effect. Taylor labeled positive 
comments from adjudicators as “ego boosters” and “confidence builders.” 
An interesting finding during the course of this study was that many of the 
participants valued the feedback more than the reward. Deci and Ryan (2002) found that 
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“expected tangible rewards which require engaging in the target activity do indeed 
undermine intrinsic motivation, whereas verbal rewards tend to enhance intrinsic 
motivation” (p. 11). The importance of verbal awards was echoed by Hidi (2000) and 
Vansteenkiste et al. (2010). When adjudicators praised something in a participant’s work, 
it was more meaningful and personal. In some cases, I believe that participants got more 
out of a judge’s verbal comments than the potential award. This was especially true with 
veteran teachers. Deci and Ryan (2002) further elaborated that the context through which 
the feedback was given was equally important. Feedback contingent upon the pressure to 
achieve a particular outcome or reward was termed controlling whereas feedback given 
that was positive was termed informational. Informational feedback thus served our need 
to feel competent. For participants in this study, evaluation and any potential rewards at 
jazz festivals were determined by a group’s performance based on a rubric established by 
CMEA Bay Section. Deci and Ryan (1985) called these rewards performance-contingent, 
as they emphasized “the quality of one’s performance relative to some type of normative 
information or standard, so the rewards convey competence information” (p. 74). 
Participants in this study were overwhelmingly vociferous in their desire for helpful and 
positive feedback from adjudicators. When it was effective, participants viewed the 
feedback as viable for themselves and their students, but they also acknowledged 
inconsistency in this area as well. At times, comments on the recordings from 
adjudicators are sparse, but the ratings given are low. Participants are left with not much 
criticism from the adjudicator, and a low rating. In their opinion, recorded comments and 
ratings are not always aligned. Joel said, “I do these things because I am hoping to 
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improve the way I approach teaching. When I get those positive nuggets of information, I 
want more.” Another participant, Mark, in his first year of teaching stated, “They provide 
goals for me. Comments from the higher ups in music education help me to be a better 
teacher.” 
Another finding that I found particularly interesting was how participants 
reflected on the assessment process at CMEA jazz festivals. One of the positive aspects 
in CMEA festivals discussed by participants was the concept of competing against a 
rubric rather than against other schools. It was this element that separated CMEA Bay 
Section festivals from other competitions, and based upon what the participants stated in 
interviews, I believe that they appreciated it. Frank said, “I like the objectivity of the 
ratings. We are judged on musicality, technique, or improvisation, and those assessments 
help me to focus on particular areas in my teaching.” In CMEA festivals, points are 
awarded in several categories of musical performance including blend and balance, style, 
articulation, dynamics, and improvisation. The total points earned translate into a 
composite score and rating from a panel of three adjudicators. The same process is 
completed in the sight-reading component of the festival.  
A Sense of Belonging 
There was a sense articulated by participants that CMEA festivals provide an 
opportunity to reconnect with their peers. Most believed that if they were acting on their 
own volition, and if they achieved a level of competence based on the ratings earned, 
they felt a sense of belonging in the music education profession. Deci and Ryan (2002) 
suggested “that relatedness typically plays a more distal role in the promotion of intrinsic 
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motivation than do competence and autonomy” (p. 14). In this study, I found this to be 
true for many participants as well. Many participants enjoyed the social aspect of CMEA 
festivals and hearing their colleagues’ groups perform were discussed, but no participants 
directly alluded to belongingness in the teaching profession. For many participants, 
CMEA festivals provided an opportunity for them to reconnect socially and 
professionally. Many were former undergraduate or graduate school classmates, and 
looked forward to seeing each other at CMEA band, orchestra, choir, or jazz festivals. 
They were also there to support each other by listening and applauding their colleagues’ 
efforts. Any connectedness or belongingness to the profession was dependent on success 
at CMEA festivals according to participants.  
Listening to other groups at festivals was important to both teachers and students. 
For example, teachers gathered repertoire ideas and students heard how their 
contemporaries managed the challenges of performing under pressure. Being supportive 
of each other whether performances go well or poorly was critical for participants. 
Compliments on a job well done or words of encouragement when expectations were not 
met were greatly appreciated and meaningful to participants. Some spoke of the 
importance of networking at festivals, where job opportunities, commission consortiums, 
and other topics were discussed.  
Reasons for Attending Festivals 
For teachers, intrinsic motivation or autonomous behavior can be an indicator of 
enthusiasm and interest (Butler, 2014). Using SDT as a lens, autonomous behavior was 
closely linked to one’s mastery goals. With respect to their autonomous behavior, there 
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was an incredulous response from many participants when I asked whether they made the 
decision to attend festivals themselves (see Appendix D). Many said, “Why wouldn’t I 
make the decision myself?” Teachers participated in festivals because there were 
interested and enthused about the activity, and they aligned with the goals they set for 
themselves.  
Our motivation to pursue activities is fueled by our needs and our behaviors 
(Kaplan, 2014; Roth, 2014). Whether it is the need to compete, prove oneself, show 
competence, or demonstrate credibility, our behavior aligns with our needs. Participants 
in this study used many of those words in describing their motivations to attend CMEA 
festivals. Deci and Ryan (1985) referred to needs and behaviors as the energy and 
direction of motivation. Individual motives were initiated with the need to satisfy a drive, 
and when the drive was satisfied a sense of equilibrium was achieved. Some of the 
veteran teachers I interviewed spoke about this phenomenon. Early in their careers, the 
need to succeed was of paramount importance, and once it was achieved a sense of calm 
ensued. When another need or drive required fulfillment, a sense of disequilibrium 
ensued. When it was satisfied equilibrium was once again restored. This self-determined 
behavior satisfaction was cyclic. Many participants discussed the need to do well at 
festivals, and the sense of satisfaction or dissatisfaction that they felt when ratings earned 
were favorable or unfavorable, respectively. Emotions played a role in our motivation as 
well. If we felt competent in an activity, we continued to participate in the activity, and 
did so unhesitatingly. If our competence was negatively affected, our future participation 
decreased. Deci and Ryan (1985) wrote that our intrinsic motivation, or behavior fueled 
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by interest rather than reward, became “the prototype of self-determined behavior”	(p. 
65). The importance of feedback discussed earlier in this chapter reflected these 
sensibilities. Deci and Ryan (1985) asserted that two forms of extrinsic motivation fueled 
our self-determination, identified and integrated regulation. Personal identification with 
satisfaction of a particular need was the first step in this process; if an individual 
discovered that a particular activity held some importance for them personally, they were 
compelled to participate in it. Integrated regulation was the process through which we 
assimilated the particular activity within our self. Some of the participants in the study 
discussed their experience at festivals as young school musicians themselves, and how 
that experience affected their interest and motivation to participate in them as teachers. 
Two other types of extrinsic motivation, namely external and introjected regulation, 
detracted from our self-determination because they emanated from demands, pressure, or 
conditional self-esteem to participate in a particular activity. According to the participants 
interviewed in this study, there were no external or introjected regulations imposed on 
them. 
Kasser and Ryan (1996) suggested that one’s well-being was determined by 
aspirations and goals. Based on the fact that everyone in this study made the decision to 
participate on their own, and based on the assertion by Kasser and Ryan (1996), 
participants’ well-being seemed to be satisfied. Once drives and needs were identified, 
their order of importance needed to be determined as well. Intrinsic aspirations and goals 
were more likely to satisfy needs for well-being than those aspirations that were extrinsic. 
Intrinsic goals heightened one’s internal sense of personal growth and sense of affiliation 
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within a community while extrinsic goals promoted one’s external image, wealth, or 
fame. Intrinsic goal attainment was more positively related to well-being than extrinsic 
goal attainment. Mageau et al. (2009) further suggested that heightened well-being 
indicated a strong sense of passion.  
Discussion of Research Questions 
What motivates high school teachers to participate in CMEA jazz festivals? 
For the first research question, I wanted to discover what motivated high school 
instrumental music teachers to participate in CMEA jazz festivals. As I indicated in 
Chapter Four, participants	made the decision to participate in competitive festivals on 
their own; they were acting on their own volition and not by an edict from a district or 
site administrator. Deci and Ryan (1985, 2002) linked autonomy with intrinsic 
motivation, but other scholars shared similar views. Shields and Bredemeier (2009) 
suggested that when competence, connection, and personal choice aligned, intrinsic 
motivation followed. Roth (2014) claimed that autonomous behavior among teachers 
corresponded with one’s interests, needs, and values, but also social contexts. Pressure 
such as those from administrators, or curricula standards could negatively impact intrinsic 
motivation. Teachers	were primarily motivated by the activity itself, but they also 
acknowledged the secondary value of extrinsic rewards. There were elements of festivals 
that influenced their motivation including validation of their work, the opportunity to 
hear other groups, the positive effect of high ratings and rewards, gathering perspective 
and opinions from others, and the beneficial experience many interviewees had as 
participants themselves in middle school and high school. Festivals provided teachers and 
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students with a unique performance opportunity, and one that had some additional 
pressure associated with it. Festivals promoted accountability and responsibility for both 
teachers and students. Thus, teachers participated because competitive festivals aligned 
with their goals of focus, process, and growth. They also complied with NCAS standards, 
namely creating, performing, responding, and connecting. Teachers felt that CMEA 
festivals were healthier than other competitive activities because everyone was competing 
against a rubric rather than against other schools.  
Participants	spoke of the positive effects of competition, including the importance 
of fostering team building, working toward a common goal, and stressing the 
collaborative and cooperative nature of music through their participation. These positive 
elements of competitive structures were outlined by Rohrer (2002), Buyer (2005), and 
McLain (2011). For many, participation in competitive festivals was in their background 
since they were middle school students. They spoke about the positive impact 
competitive festivals had on them as young music students, and that those experiences 
played a major role in their decision to participate in them now.  
While some of the aforementioned motivational influences to participate in 
competitive jazz festivals were positive, there were motivational influences that were 
deemed negative by participants as well. The negative aspects of festivals included the 
concept of winning and losing that permeated athletic contests (Austin, 1990). Some 
participants felt that such information should be privately shared with directors rather 
than displayed in public because comparisons between schools based on ratings earned 
inevitably ensued. Schmidt (2005) and Lacaille (2008) advocated for intrinsic satisfaction 
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rather than outcomes in musical competitions and ventures. Others spoke about the 
inherent lack of educational value in CMEA Bay Section jazz festivals when compared to 
others. Balance with respect to scheduling competitive activities was a concern for many 
participants. If too many competitive activities were scheduled, they feared that their 
focus and more importantly the focus of their students shifted from attempting to improve 
group performance to winning. For some, this was where music education and athletic 
events became synonymous and also very dangerous. These negative points regarding 
competitive activities were outlined by Austin (1990) and Miller (1993). The positive and 
negative motivational influences about competitions aligned with one of the themes 
discussed in Chapter Four, namely participants’ feelings about competition and their 
motivation to participate.  
The subtle, or in some cases, overt expectations to participate in jazz festivals at 
their respective schools was articulated by many. Environmental forces that affected 
motivation were discussed by Deci and Ryan (1985, 2002). These forces were aligned 
with needs and emotions. For some, there was a tradition at their respective schools of 
participation and/or past successes at competitive jazz festivals. In other cases, there was 
an implied expectation to simply be the best in every curricular or extracurricular 
endeavor that was discussed by participants. In some communities, this mentality was 
pervasive according to many participants. As stated previously, teachers’ past experiences 
at festivals during their middle and high school years also played a part in their decision. 
These forces are no doubt strong, but I was left to ponder whether the festival itself was 
the attraction or the need to satisfy others was more influential for participants. 
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Many participants stated that they attended for their students. Both teacher and 
student influence each other’s goals and competence (Butler, 2014). Students expressed 
interest in competing according to many interviewees; academics, athletics, 
extracurricular or co-curricular activities, and music all shared competitive 
characteristics. Teachers	spoke of the importance of buy-in from students with respect to 
participation in competitive festivals. Some teachers were new to their respective 
teaching assignments, and if the groups had not participated historically, some 
background regarding the importance of such activities for their students was warranted. 
The varied roles of teachers were outlined and discussed by Tieso (1999), including the 
sharing of past experiences in school with their students and their creative outlets and 
experiences so that students envisioned teachers as performers.  
Many teachers accepted the challenges that competitions presented. A number of 
participants felt it was incumbent upon the teacher to prepare students for the experience 
and the potential outcomes, both performances that met expectations and those that failed 
to do so. This included filtering the recorded comments from adjudicators they share with 
their students. As Nathaniel stated, “I want to get the kids prepared for this type of 
evaluation.” The process is both musical and mental according to participants; there is the 
execution of the music and an evaluation of the performance by three people who have 
never heard the group before. Elliott said, “The judges don’t care what you sounded like 
two months ago. They are going to take you right where you are and talk about ways to 
improve.” Because there was no background information given to adjudicators, Elliott 
believed that this type of evaluation was “really hard for the students.” Framing outcomes 
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for students was challenging; preparing students for a flawed performance had to be 
addressed. Being honest with students about the categories being evaluated by 
adjudicators, and perhaps an assessment of these categories by the teacher before the 
group performed could be helpful. Some participants did this in preparation for festivals. 
For Diane, the impact of lower than anticipated scores and ratings on directors and 
students can be hurtful and unhealthy and said, “If they don’t get the high score, or the 
goal or the rating, or the Unanimous Superior, than that ensemble has failed. Everything 
they worked towards feels like a waste.” Matt echoed Diane’s sentiments and even called 
excellent ratings (a II rating) “disheartening.” Learning from past mistakes or missteps 
was fundamental according to some participants, and helped teachers prepare their 
students for the experience. Kristina called the experience and knowledge gained through 
years of festival participation as “invaluable.” For those performances that met or 
exceeded expectations, the pluses included praise for individuals or groups of people, a 
very good performance, high ratings, and a generally positive experience. The minuses 
included criticism, a less than stellar performance, lower ratings, and a generally negative 
experience. As stated earlier, Schmidt (2005) and Lacaille (2008) thought that the focus 
in musical performance should be on intrinsic satisfaction rather than outcomes and 
ratings. 
Participants spoke about festivals being a motivator for their students, and some 
admitted that they provided the same sort of spark for them as well. A performance that 
added pressure by way of a rating or a potential reward was certainly motivational, and 
for a teacher, having work reviewed by a peer was also motivational. Some argued that 
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rewards or festivals that highlighted a winner or a loser shifted the focus of music 
education into an athletic enterprise. Many participants acknowledged that CMEA 
festivals focused on improvement of specific musical skills such as intonation, blend, 
balance, and improvisation, yet CMEA has continued the practice of posting scores so 
that the element of winning and losing was still apparent. 	
A number of issues can positively or negatively affect a teacher’s motivation to 
participate. CMEA Bay Section jazz festivals occur in January and February annually. 
Depending on the high school, by that time of the academic year a jazz ensemble may 
have already participated in two or three festivals. A teacher may feel compelled or 
hesitant to sign up depending on the amount of festivals they have done or their feelings 
about their most recent experience. If teachers have competed in three festivals by that 
time of year, teachers may feel that the balance between education and competition was 
being compromised. Tom has veered away from festival participation in recent years 
because he feels that his students are motivated for the wrong reasons. He said, “there are 
a lot of good things that come out of the process of preparing for festivals. But if you 
don’t win and everyone is bummed out, what is the point?” Teacher motivation was also 
impacted by the musical strength of the group. Participants spoke about the strength of 
brass, woodwind, and rhythm sections that rarely aligned. When portions of a jazz 
ensemble were not as strong as others, non-competitive festivals were sometimes favored 
over competitive ones.  
As stated previously, CMEA Bay Section is working on the rubric upon which all 
participating ensembles are judged. School population, level of each group, and other 
		
121 
contextual information will be included on the form so that schools are seen individually 
rather than being clustered together in middle school and high school divisions. Many 
participants in this study expressed interest in including these categorizations in festival 
score sheets. CMEA Bay Section provides assistance and guidance to its members, and 
one of the ways this is accomplished is through music festivals, both large group and 
solo/ensemble. On the CMEA Bay Section website, http://cmeabaysection.org, the 
following appears:  
The mission of the Bay Section of the California Association for Music Education 
is: 1) to promote the advancement of music education; 2) to cultivate social and 
educational interaction among its members; 3) to assist its members in seeking 
individual and collective growth as musicians, educators, and conductors. 
 
There is nothing stagnant about advancement, cultivation, interaction, and growth; 
participants feel that festivals have not changed in decades, and that growth and 
cultivation of new ideas regarding them has been slow. One of the suggestions from 
many interviewees called for the addition of a clinic/workshop for every participating 
group. Participants felt that the addition of a clinic/workshop would enhance the 
educational value of these festivals, and allowed for more interaction between 
participants and adjudicators. In a clinic/workshop setting, topics might include specific 
issues for individual instruments or ensembles and workshops that help to enhance the 
ability to improvise.  
 Based on responses from interviewees, festivals allowed for the second and third 
mission statements by CMEA Bay Section to be realized. The social and educational 
benefits that interviewees commented on were fairly widespread. Seeing old classmates 
and friends and meeting others in the profession was valued. This social interaction with 
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colleagues, or relatedness with people who share an appreciation for the activity, can 
positively affect a teacher’s motivation (Roth, 2014). Hearing new or unfamiliar 
repertoire was equally beneficial as ideas for future concert or festival programs were 
envisioned. Karl said, “I get a lot of good ideas about repertoire by going to festivals.” A 
majority of interviewees spoke positively about the fact that festivals promote their own 
hopes for process and growth for their students. Participants said that their students 
appreciated the social value of seeing, meeting, and hearing their peers with similar 
interests. Students were able to see what was possible in terms of musical aptitude 
through those interactions. and teachers appreciate the growth they see in themselves 
over time as well. Butler (2014) calls teaching “an inherently interactional endeavor. 
Thus, just as teachers influence student motivation, so students presumably influence 
teachers’ motivation and sense of competence” (p. 29).  
What specific needs are satisfied through their participation? 
For the second research question, I wanted to discover the specific needs of the 
participants	that were satisfied through their participation. With this question, I focused 
on the personal and professional needs that participants felt were satisfied through their 
participation. Most participants stated that festivals provide an assessment of their own 
teaching and the group’s performance. Attendance at competitive jazz festivals satisfied a 
number of needs for participants, including their credibility, growth, reinforcement, 
learning, a check of the group’s progress, a potential reward, recognition for the school 
and local community, social and educational interaction, and suggestions from 
adjudicators for the ensemble’s improvement. The common thread in all of these needs 
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was one’s perceived competence. The perceived need for competence, a concept 
discussed by Deci and Ryan (1985), was of utmost importance to one’s intrinsic 
motivation for participants in this study. According to Deci and Ryan (1985): 
Simply stated, we would expect a close relationship between perceived 
competence and intrinsic motivation such that the more competent a person 
perceives him- or herself to be at some activity, the more intrinsically motivated 
he or she will be at that activity (p. 58). 
 
The sense of competence was not only from the individual’s perspective, but also from 
the music education community and beyond. One of the themes discussed in Chapter 
Four represented the negative side of needs satisfaction as many believed that 
inconsistent adjudication and negative and/or useless feedback was more common than 
effective and helpful criticism. In these cases, the feedback from adjudicators suppressed 
rather than promoted one’s sense of perceived competence. The importance of feedback 
from adjudicators as it relates to a music teacher’s competence was critical. Deci and 
Ryan (1985) made a distinction between two types of feedback, the first of which 
suggested future competence and the second that implied incompetence. For example, 
suggestions framed in a way that if implemented could improve ensemble sound, 
improvisational skill, or a particular groove implied future competence. When comments 
were made that were either derogatory or negative, however, a person’s interest in that 
particular activity decreased because it suggested incompetence.  
Virtually all participants spoke about the importance of competitive festivals to 
them as teachers. Participants used the words “benchmark,”	“watermark,”	or “measuring 
stick”	to describe the value of festivals as not only an assessment of their own teaching 
but the progress of their group’s performance as well. While many expressed neglect and 
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disinterest about their participation from administrators, some acknowledged that ratings 
earned at festivals were considered an assessment by music supervisors, site and/or 
district administrators. In this study, festivals were referred to as  “peer reviews”	where 
music teachers assessed music teachers, an infrequent or virtually nonexistent occurrence 
in secondary music education settings according to participants, and one that should be 
emphasized. In a recent article by Berman (2015), an interviewee summarized festivals 
by saying, “In a public forum that involves a teacher’s peers, it is important to put your 
best foot forward” (p. 34). Many participants in the present study believed that success at 
CMEA Bay Section festivals garnered some additional acceptance by their music 
education colleagues. 
By their own admission and my own observation, the plaques and trophies earned 
at festivals were symbols of their hard work and dedication and perceived by many as 
“badges of honor.” As stated previously, participants attended festivals primarily based 
on their intrinsic motivation and interest. They acknowledged the importance of rewards 
and recognition that symbolize competence. Sansone and Harackiewicz (2000) and 
Lepper and Henderlong (2000) stated that intrinsic and extrinsic motivation should not be 
viewed as mutually exclusive. Ryan and Deci (2000) also suggested that certain types of 
rewards could have a positive effect. They include “verbal rewards, unexpected rewards, 
and task-noncontingent rewards”	(p. 33). According to participants, when an adjudicator 
can find something to praise in an educator’s work, even when a performance is less than 
stellar, it can be helpful and meaningful. Hal said, “I feel prepared as a teacher, but it is 
nice to receive those check-ins from the feedback on the tapes, that we are doing the right 
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things.” 
Initially, ratings earned at festivals were perceived as grades or evaluations, yet as 
participants reported having gained knowledge and experience, the feedback received 
from adjudicators became more contextual. Experience gained through participation was 
most helpful; many of the more experienced participants spoke about how their 
perspective has changed over time. For example, recognition and notoriety for the 
director and the ensemble was in some cases more important to a less experienced 
teacher. Lower than anticipated scores and ratings could be taken more personally when 
one was in the preliminary stages of her/his teaching career. Once a music educator’s 
reputation was established, these concerns and issues were less important. For Gus, 
ratings were important early in his career because he wanted to get established and earn 
respect from his peers. The focus now after thirty years was on “Immersion. The more I 
learn about the music, the better I am as a teacher.”  Stoll (2008) studied assessment 
practices among Ohio music educators and found that younger teachers were more 
concerned with ratings because of “self-validation” (p. 78) than their more experienced 
counterparts. In my study, younger participants expressed this concern as well. 
Ryan and Deci (2000) further elaborated that rewards could have an “undermining 
effect” (p. 17) on individuals who experienced success in particular endeavors. If more 
experienced teachers had earned rewards, praise, and recognition for their 
accomplishments at CMEA Bay Section festivals, their future motivation to participate 
could be affected. Some participants in this study admitted that festivals held less 
importance for them personally than they did earlier in their careers. Ryan and Deci 
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(2000) intimated that one’s intrinsic motivation in an activity was adversely affected if 
rewards were earned for having done the activity well. Some participants seemed 
interested in pursuing new challenges such as participating in higher-profile national and 
international jazz festivals rather than duplicating past experiences. 
While most participants considered feedback important, when adjudication was 
weak, unhelpful, or inconsistent, it lost its appeal. For many, this was a major concern 
and one that needed to be examined further. On a given panel of three adjudicators, 
ratings given could be disparate and comments given could range from non-existent to 
very helpful. Some participants spoke of getting no verbal comments on the recording, 
yet they received a low rating. The participants in this study wanted to be able to justify 
the ratings given by adjudicators to their groups. Based on Deci and Ryan (1985), 
comments that reflected future competence would be most beneficial. 	
The social interaction with colleagues and friends that festivals provided was 
valued by participants, and was one of the themes identified in Chapter Four. Social 
contexts and their importance to a teacher’s intrinsic motivation was discussed by Roth 
(2014). Reinforcing old relationships or forging new relationships was an important 
element for teacher participation in this study. In some cases, the social interaction could 
be a form of mentorship between a more experienced and less experienced teacher, or 
networking opportunities. The interaction was also emotionally supportive when each 
other’s performances were heard. Comments from peers were important to participants; 
their comments along with those from adjudicators made the experience more beneficial. 
Participants valued the social and educational elements in seeing colleagues and hearing 
		
127 
other groups perform. Sindberg (2011) discussed the importance of social interaction for 
music teachers. Participants in her study discussed feeling outnumbered by other larger 
departments at their respective schools, and their desire for more interaction with their 
colleagues.  
For participants in the present study, reconnecting with friends, colleagues, and 
former classmates at festivals was therapeutic, and helped relieve some of the pressure of 
performing for ratings. The nervousness and/or uneasiness about participating in festivals 
was quelled by knowing that they would be surrounded by others dealing with the same 
emotions. Martin (2008) found that this sort of self-doubt was evident among athletes and 
musicians. Self-worth in an activity was linked to persistence while anxiety regarding an 
activity was associated with failure avoidance.  
Some participants thought that listening to other group’s performances should be 
required for all ensembles, and many have also included a writing assignment in addition 
to listening. Through listening, students and teachers heard not only what	was possible 
from groups that were more advanced, but also an appreciation for what they have 
accomplished. CMEA Bay Section festivals are multi-faceted; they are intended to be 
musical, educational, and social. The social aspect of such activities provides a valuable 
connection to the community of music educators within Bay Section, but also to the 
larger music education profession. This connectedness can be a powerful motivational 
force for teachers. When needs are not being met, teacher motivation could be adversely 
affected. Relatedness played a role in a teacher’s needs, values, and interests (Roth, 
2014). When they were commensurate with others feelings, I believe buy-in and 
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commitment to a particular activity for participants were more convincing.  
There was a perception on the part of many participants that adjudicators were 
part of an “old boy network” that was inaccessible and, in some cases, ineffective. 
Perhaps CMEA Bay Section could make more of an effort to identify more successful 
teachers in the area that represent all age groups as potential adjudicators rather than 
simply maintaining the status quo.  
How does one’s jazz background influence motivation to participate in 
CMEA Bay Section events? 
 For the third and final research question, I wanted to explore how a participant’s 
background impacted their decision and motivation to participate in CMEA jazz festivals. 
In this study, I was concerned with information gathered in the demographic section of 
the interview regarding participants’	jazz education and jazz performance background 
specifically. Many participants reported to have had jazz performance experience in their 
background from junior high school through college, and in some cases, beyond. 
Performance experience was more widespread than pedagogical knowledge among 
participants.  
The teaching of jazz performance and improvisation presented some unique 
challenges for a music educator that were discussed by Berman (2014). Among other 
things, the article focused on the importance of some major differences between classical 
and jazz performance. Classical performance involved interpretation, while jazz 
performance incorporated interpretation and composition. Interpretation in jazz included 
player independence, similar to chamber music, where there was infrequent or non-
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existent doubling of parts that was more common in other ensemble settings. Player 
independence was additionally encouraged because of the absence of a continuous 
conducting beat. The vehicle for composition in jazz was improvisation. This could be 
daunting for both teacher and student when they were just beginning. The importance of 
listening as a way to determine style and authenticity was stressed as well as the 
differences in one’s approach to conducting in a jazz setting.  
In Chapter Two, I discussed studies that exposed a lack of jazz training for music 
educators in several states. Over thirty years of research has pointed to the fact that many 
teachers felt unqualified to teach jazz in secondary schools. Studies by Thomas (1980), 
Knox (1996), Jones (2005), and Hinkle (2011) pointed to this deficiency in North 
Carolina, Alabama, Oklahoma, and Florida, respectively. For individuals who did not 
play a jazz ensemble instrument (e.g., saxophone, trumpet, trombone, or rhythm section 
instrument), there was no opportunity to perform in a big band or combo at the secondary 
or tertiary levels. Jazz pedagogy classes were also difficult to arrange because of time 
constraints in their schedules.  
Similar studies have been conducted in jazz improvisation, where deficiencies in 
this area of teacher preparation were also found. Wiggins (1997) discovered this lack of 
training among teachers in Mississippi. Prouty (2002) and Azzara (2002) called for more 
pedagogical and methodological advances in this realm of jazz education. Mantie (2008) 
found that jazz educators in Canada were ill-equipped to teach jazz improvisation 
because the model of jazz teaching was focused on ensemble playing (big band or jazz 
ensemble) rather than improvisation (combo). These scholars believed that improvisation 
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was the core of jazz education and performance.  
When I began the study, I was curious if a participant’s lack of jazz training 
played a role in their decision to attend CMEA jazz festivals. Most interviewees in this 
study began playing in jazz ensembles in middle school, and played through college. 
Some continue to perform professionally or semi-professionally. High school 
instrumental music teachers in this study seemed versed in the intricacies of teaching jazz 
improvisation. Some had no jazz education or performance experience, yet they have 
achieved consistently high ratings with their jazz groups at festivals. These examples 
spoke highly for those who do not have performance or pedagogical experience in the 
genre; they have made a conscious effort to educate themselves on the practice of jazz 
performance and improvisation. In addition to their own study, they have invited local 
jazz artists or jazz educators work with their groups. For so many participants to feel 
comfortable in this idiom was surprising to me in lieu of all the studies discussed in 
Chapter Two that suggested otherwise. In Chapter Four, Gus insinuated that his 
knowledge of improvisation exceeded that of the adjudicators who were evaluating his 
groups. With the group of music educators that I interviewed for this study, the lack of 
jazz training articulated by others in various states was not applicable. Most participants 
expressed comfort with respect to teaching jazz and improvisation due to their prior 
performance and/or educational experience. 
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Recommendations for the Profession 
 Adjudication 
Because participants’	primary concern focused on the lack of quality and 
effectiveness of adjudication at CMEA Bay Section festivals, it may be time to 
implement some sort of evaluation of adjudicators from another source. As stated 
previously, in order to be a CMEA adjudicator one must receive a nomination that is 
based on ratings earned at CMEA festivals, then serve as an apprentice, and if deemed 
acceptable, matriculate to adjudicator. Once accepted, adjudicators are required to attend 
a ninety-minute workshop every two years during CMEA Bay Section’s Winter 
Conference. That is the only requirement for anyone who wishes to remain active as a 
CMEA Bay Section adjudicator. Participants did not imply that every adjudicator in 
CMEA Bay Section is ineffective, but many expressed inconsistency and a lack of 
information with respect to improvement for their ensemble. CMEA Bay Section might 
want to impose more screening of jazz adjudicators that could incorporate both jazz 
performance and ensemble adjudication that is critiqued by professional musicians and 
jazz educators. In Chapter Four, Dan suggested that professional musicians be hired by 
CMEA to evaluate adjudicators at festivals. Having professional musicians attend the 
festivals to evaluate the adjudicators would no doubt be a costly venture, but the idea has 
merit. In addition, Gus thought that CMEA Bay Section should re-think the idea of 
excluding professional musicians from adjudicating our festivals. Current adjudicators 
are members of CMEA Bay Section, and professional musicians would not have a reason 
to join if they are not middle school, high school, or college music educators. Waiving of 
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this rule might provide more qualified adjudicators for jazz festivals. I am unsure if there 
is a shortage of qualified people available to adjudicate, but if that is the case, this would 
be a viable solution. It is a very specialized area in music education, and some 
progressive thought on this subject is warranted.  
With respect to the perception that the current adjudicator pool is exclusive, I 
believe an attempt has to be made to find more adjudicators in age groups that are 
currently underserved. Currently, the CMEA Executive Board makes decisions about the 
hiring and retaining of adjudicators based on recommendations by the Adjudication 
Coordinator. Hiring is based on an educator’s past success (e.g., middle school and high 
school adjudicators), or in the case of college teachers, the degree of immersion in the 
subject area, teaching experience, and credentials. A group of four adjudicators are 
chosen for every large group festival (e.g., jazz, band, chorus, and orchestra), three for 
the performance and one for sight-reading. CMEA Bay Section has made an attempt in 
recent years to have a middle school, high school, and college teacher on adjudication 
panels to ensure fairness with respect to ratings given. Perhaps the same thing needs to be 
done with respect to the age of each adjudicator. With regard to age of adjudicators, a 
panel of three adjudicators could represent three disparate age groups or years of teaching 
experience, and a sight-reading judge could represent any age group or experience level. 
Currently, there are very few adjudicators in the thirty to forty-year age group judging 
festivals. In my experience, it is a rarity to be on a panel with anyone in that age group. I 
believe many younger teachers feel underrepresented when the issue of adjudication 
arises, and they have a point. Imposing a time limit of five years after retirement might be 
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a reasonable compromise. While some may interpret this as ageism, I believe the issue 
has more to do with being active in the profession. Excluding younger teachers from the 
adjudication pool could also be interpreted as ageism. This is not a statement about age 
implying incompetence or youth implying competence, but rather a suggestion for 
shifting the balance of the current adjudicator pool so that every age group is more 
equally represented. Ultimately, adjudicators need to be more effective and consistent 
according to participants. As Dan said, CMEA has an “antiquated system” of selecting 
adjudicators. Additionally, I believe CMEA Bay Section needs to implement a program 
to evaluate adjudicators.  
Many participants in this study expressed frustration about adjudication, but I am 
unsure how many of them actually filled out the adjudicator evaluation form. According 
to the Adjudication Coordinator for CMEA Bay Section, less than 5% of participating 
directors submitted adjudication evaluation forms. The website Squarespace is used for 
submissions. It is strongly urged but not required that all participants fill out adjudicator 
evaluations at the conclusion of each festival. While the form is anonymous, some 
interviewees expressed fear of retribution for their appraisals of adjudicators. For me, this 
may be one of the most alarming findings from the entire study. Our membership has to 
feel they can be completely honest in evaluating the activities and practices of an 
organization to which they belong. Identities are protected, but participants remain wary 
about submitting evaluations. I believe evaluations of adjudicators are taken seriously by 
the governing board of CMEA Bay Section, as some adjudicators have been relieved of 
their duties. If an organization is really concerned about providing a worthwhile service 
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to its members, then an evaluation of its adjudicators might need to be managed by an 
outside agency in order to preserve full disclosure and transparency about this delicate 
issue from our membership.  
Artistic and Educational Integrity 
Much of the criticism regarding competitive festivals was outlined by Burdett 
(1985). In spite of all the positive comments regarding them, they were an avenue for 
teachers to gather awards and trophies while performing the same three pieces at each 
festival in which they participated. For the “trophy-hunters” that some participants in this 
study spoke about, perhaps a method of tracking the pieces each group performed at 
various festivals could be documented. The point many of them made was that if an 
educator was simply participating in the festival circuit to gather trophies, they 
questioned whether any teaching was actually taking place. Burdett (1985) found that 
many individuals questioned felt the same way. What is discouraging is that the Burdett 
(1985) study was completed thirty years ago, and the problems uncovered are still 
prevalent today.  
Many participants spoke about the addition of a clinic/workshop for every 
participating group in order to enhance the educational value of festivals. For example, 
sessions on jazz improvisation, teaching techniques for jazz ensembles, production and 
sound engineering in jazz, performance techniques for all instrumentalists and/or 
vocalists, or perhaps a clinic with a jazz artist performing in the area could be offered. 
Music technology programs such as Transcribe! or Amazing Slow Downer could be used 
to introduce students to transcribing improvised solos of jazz masters. Once again, there 
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is an inevitable cost associated with this, but for those who are currently weighing the 
cost versus the benefits of attending it might provide some additional impetus to 
participate. Some of the cost could be reduced by simply using an additional adjudicator 
who would be on site for the festival, and have them rotate throughout the day. It would 
also promote the individual needs, interests, and values of participating members. Many 
believed that a clinic should be a required element for all participants at festivals. In their 
collective opinion, the inclusion of a clinic not only increased the educational value of the 
festival, but also provided a non-threatening environment where performances were not 
judged or rated. In this setting, adjudicators interact with students and teach the group 
rather than simply providing recorded criticism. A clinic offers a more intimate and 
personal milieu for both teachers and students. Participants stressed how important it was 
for adjudicators’	comments and criticisms to parallel theirs, and they also acknowledged 
that in some cases, important issues regarding style or performance techniques that they 
overlooked were addressed. When comments and criticisms from adjudicators aligned 
with theirs, a teacher’s credibility was strengthened in the eyes of their students. Distant 
and impersonal comments that were verbalized or written were less desirable.  
The educational value of CMEA Bay Section jazz festivals was deemed important 
to participants, and suggestions for improving that aspect of festivals were offered. Along 
with effectiveness of adjudication and feedback from adjudicators, enhancement of 
educational value might have the greatest impact on a teacher’s motivation to participate. 
Many participants stated that recognition and awards were most beneficial as they began 
the process of establishing a reputation. Over time, this became less important to them as 
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teachers. There has to be something more for teachers if they are going to continue to 
take part in an activity. While the recognition and rewards are of higher importance to 
teachers with less experience, in order for the more experienced teachers to continue 
participating in an activity the more interesting it needs to be. Roth (2104) spoke about 
needs, interests, and values as being vital to one’s engagement and autonomy. If needs, 
values, and interests are not being met, engagement in an activity becomes doubtful. If 
interests are met, then the chances of one participating in an activity are enhanced. I 
believe it is also important for CMEA to address ways in which festivals can constantly 
evolve. Repeating the format over and over again without any consideration for the 
changing needs of high school instrumental music educators is dangerous.  
I think the point about not posting scores is a good one; it really serves no 
purpose. The information could be kept private until a final tally sheet from the festivals 
is sent to each participating director. CMEA Bay Section is currently discussing this 
particular issue, but I believe they will continue the practice of posting scores. If there 
was a listening requirement for all groups (i.e., groups attending other groups’ 
performances) it might help eradicate the competitive aspect and inevitable comparisons 
between schools that are commonplace at such activities. Along with the posting of 
ratings, the five-tier rating system is currently being evaluated along with the rubric, and I 
believe that this is many years overdue. That evaluation scheme was in ten-point 
increments from 100-50, with Roman numerals I-V assigned to each category, 
respectively. In all my years of adjudication, I have given only one IV rating, and have 
never given a V rating. Stoll (2008) found that music educators in Ohio had a five-tier 
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rating system as well, but used I-III ratings most often. In the new rubric, there are four 
rating levels: 1) Superior (I), 80-100; 2) Excellent (II), 60-79; 3) Good (III), 34-59; and 4) 
Fair (IV), 6-33 (see Appendix E). 
Lack of Administration’s Awareness  
A majority of participants talk about their administrators as being “clueless”	about 
their participation in CMEA Bay Section festivals. Whether the responsibility of 
educating administrators about the positive aspects of such activities falls on the teacher 
or CMEA is debatable. As the sponsoring organization, I believe it is time for CMEA to 
send letters to administrators at the site and/or district level informing them of teachers in 
their school/district who are participating in CMEA music festivals. Throughout my 
involvement, this has never been done. Many have called festivals a peer review. This is 
arguably one of the strongest and most critical aspects of the festival format that should 
be emphasized the most. Music teachers are assessing their fellow music teachers. It does 
not downplay the role that site administrators who may or may not have a background in 
music play when observations of teachers are made as part of their overall evaluation; it 
actually plays a functional role in enhancing such evaluations. School administrators are 
aware of whether or not their faculty members are meeting the needs of students, parents, 
and the community. They assemble a team of teachers that align with these goals in mind. 
If an administrator has no experience in music, a music teacher could describe the 
activity and suggest that the administrator attend the festival with them. This would 
certainly provide context for the administrator, and perhaps assist them in their appraisal.  
 Butler (2014) discusses the age of accountability in which teachers currently 
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reside. The “teaching to the test” (p. 32) environment promotes extrinsic rather than 
intrinsic motivation, and detracts from creativity and innovation in the classroom. It also 
negatively impacts a teacher’s motivation. There is “a narrow focus on raising scores by 
any means” (p. 32). I began to wonder if administrators purposefully ignore activities 
such as jazz festivals so as not to intrude on a music teacher’s territory. Because of the 
demands of educational reforms, might an administrator choose not to inquire about 
music festival participation in order to stimulate a teaching environment that is less 
controlling? As mentioned in the previous paragraph, if the teacher suggested to an 
administrator that they attend a festival with them, a better balance might be struck 
between teacher motivation and administrator awareness. 
Participation 
In 2014, only thirty-seven groups participated in CMEA Bay Section jazz 
festivals. There are sixteen counties in CMEA Bay Section, and only half of those 
counties were represented in jazz festival participation. Neither NAfME nor CMEA Bay 
Section compile data on how many schools in California offer jazz ensemble. As Diane 
suggested, the lack of knowledge regarding these festivals might not only be a site or 
district administrative issue, but a membership issue as well. She proposed that CMEA 
Bay Section go the schools to educate teachers about the value of such activities. 
Whether the lack of participation is due to a prior negative experience or lack of 
knowledge remains unclear. As a member of CMEA Bay Section and a former president, 
we have never sent letters to administrators informing them of their group’s participation 
in our sponsored festivals, nor have we have made a concerted effort to go to the schools 
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and talk to educators about the service the organization provides. Our state organization 
(CMEA) is making an effort to recruit new members in each of the nine sections. In an 
attempt to promote unity between Northern and Southern California music educators, the 
California All-State Music Educators Conference is now in its sixth year, and a 
mentorship program for music teachers who are new to the profession has been 
established.   
 Since I began my teaching career in 1978, the one constant has been the fact that 
there are schools that have money and resources to do a number of activities and to 
purchase equipment and supplies but sadly, there are a number of schools that have 
neither. It is a case of the haves versus the have-nots, and I believe there is some 
justifiable resentment on the part of some educators who teach in less affluent areas. 
Participants talk about weighing the cost against the benefits of attending CMEA Bay 
Section festivals. For some educators, the cost of attending such activities is 
insurmountable with rising transportation costs and entrance fees. Thus, the students and 
teachers who might benefit the most from such an activity are excluded. In order to better 
understand the difficulty some teachers face, some suggest that more contextual 
information about the school and group should be included on the adjudication form.  
As stated earlier, contextual information is being added to the application form as 
the adjudication rubric is being reevaluated. If CMEA Bay Section is willing to accept 
that more context with respect to teacher’s program should be included, then maybe it 
should think about offering services at a reduced cost, or if resources at various schools 
are very limited, a free visitation program where a clinic or workshop could be given. 
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Perhaps scheduling a Skype session with an adjudicator would be of some help to music 
educators who have limited resources. This may also be a suitable tactic for keeping 
retirees involved in music education, and reducing the feelings of isolation some 
participants articulate. CMEA Bay Section retirees could also mentor younger teachers. 
Lastly, CMEA Bay Section might consider offering a jazz ensemble and/or combo class 
through a local community college or university for those music educators who have 
never played in such a group. 
 Required Piece  
I have long been a proponent of a required piece for all ensembles, or at the very 
least, one selection from a list of suitable pieces for various ability levels (e.g., beginning, 
intermediate, or advanced middle school/high school). There is a plethora of 
compositions for every idiom and ability level that would make evaluations of groups 
more unbiased and acceptable to everyone. If some adjudicators are unfamiliar with the 
selection, recordings or links could be sent electronically so that individuals could listen 
to the selection before the festival began. Were the required piece to be a part of their 
program, the remainder could be left to the discretion of the music educator and silence 
some of the criticism about their creativity being thwarted with respect to repertoire 
choices.  
Future research 
The purpose of this study was to gain a better understanding of what motivates 
high school instrumental music teachers to participate in CMEA Bay Section jazz 
festivals. While a number of questions have been answered, many have not. Thirty-seven 
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schools participated in CMEA Bay Section jazz festivals in 2014, but there were a 
number of schools that chose not to participate. A fundamental question for future 
research would be to ascertain which schools are not participating and why. Is there 
absence due to a prior negative experience, cost, lack of knowledge about the activity, or 
something else? Does their lack of knowledge about jazz specifically make them avoid 
the experience? Or does their school not offer a jazz class in the curriculum? Roth (2014) 
claims that there is a surprising lack of research on autonomous teacher motivation. And 
yet, according to the author, motivation of this type enhances heightened psychological 
results, competence, and reduces teacher burnout. In our current government mandated 
importance of teaching in order to elevate test scores, there is a major component in the 
educational environment, teacher motivation, that is being ignored.  
 One of the limitations of this study was its focus on high school music educators. 
Another suggestion for future research would be to interview middle school teachers and 
learn whether their concerns mirror those of their high school counterparts or if they 
manifest other areas of concern for the organization and the activities it sponsors.  
 If jazz festivals represented the least attended festival sponsored by CMEA Bay 
Section, it might be interesting to study whether that was a statewide phenomenon or 
specific to our area alone. In addition, gathering feelings from our membership about 
other festivals sponsored by CMEA Bay Section might be in order to see whether the 
thoughts about jazz festivals are unique to them or common to all. I do believe there is a “fear factor” concerning jazz among some music teachers; it involves different styles, 
instruments, and improvisation. It also would be interesting to ascertain whether there 
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were different motivational forces at play for jazz festivals rather than choral, orchestral, 
or band festivals, or for those teachers who teach all of the aforementioned classes. 
 During the interview process, many participants suggested that some of the 
questions I asked would be interesting ones for students. Needless to say, a student’s 
perspective would be different from that of a music educator, but no less informative. 
How do they feel about the experience of participating in music festivals? Are students’ 
feelings and perspectives similar to those of their teachers? Do students perceive CMEA 
Bay Section jazz festivals as effective or nominal? The interaction between student and 
teacher discussed by Butler (2014), and their influence on a teacher’s goals would be an 
interesting avenue for research. 
 A final area for future research would question how administrators feel about such 
activities. In what ways can CMEA Bay Section assist them in the evaluations of their 
music faculty? Have any of them attended a music festival with their music teacher and 
her/his students? If they know nothing about such activities, would they welcome some 
information about them? Have music educators ever presented at secondary 
administrators’	conferences to talk about music festivals? A number of participants claim 
that administrators are “clueless”	about music festivals, but if they haven’t been educated 
about them, who	is really to blame? Or are they staying out of the way in order to 
promote their music teacher’s autonomous motivation? 
 Competitive festivals have been part of the music education landscape for nearly 
one hundred years, and I suspect they will be one hundred years from now. Research has 
shown that they are both popular and controversial. The teachers in Northern California 
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that I interviewed seem to be invested in the process, but I wonder why so many others 
choose not to participate. The other immediate constituents in the educational process, 
administrators and students, should be asked to contribute their opinions and feelings 
regarding a segment of music education that so many teachers believe in and support. 
Perhaps their thoughts will help to make competitive festivals more worthwhile and 
healthier for everyone.
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APPENDIX A: Demographic Table 
AGE 
 
NAME ETHNICITY YEARS OF 
TEACHING 
EDUCATION JAZZ 
BACKGROUND 
29 Albert Latino 11 BA/Credential Performance 
HS/College  
Pedagogy 
33 Anthony Filipino 8 BA/Credential/MA Pedagogy 
30 Frank Caucasian 8 BA/Credential Performance 
HS/College 
24 Paul Caucasian 1 BA/Credential Performance 
HS/College 
32 Chet Caucasian 9 BA/Credential/MA Performance 
MS/Current 
33 Jackie Caucasian 11 BA/Credential/MA Performance 
MS/HS/College/ 
Current 
23 Mark Caucasian 1 BA/Credential Performance 
HS/College/ 
Current 
51 Elliott Caucasian 29 BA/Credential/ 
MA (two) 
Performance 
HS/College 
54 Gus Caucasian 29 BA/Credential/MA Performance 
HS/College/ 
Professional 
59 Edward Caucasian 19 BA/Credential/MA Performance 
HS/College/ 
Professional 
47 Jack Caucasian 25 BA/Credential/MA Performance 
HS/College 
25 
 
Marie Caucasian 1 BA/Credential Performance 
HS/College 
51 Sam Caucasian 22 BA/Credential/MA Performance HS 
28 Bill Filipino 4 BA/Credential Performance 
HS/College/ 
Current 
43 Diane African 
American 
16 BA/Credential/MA Very limited 
56 Nathaniel Asian 
American 
33 BA/Credential None 
35 Kristina Caucasian 13 BA/Credential Performance 
HS/College/ 
Current 
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31 Karl Caucasian 8 BA/Credential Performance 
HS/College/ 
Current 
45 Matt Caucasian 13 BA/Credential Pedagogy only 
26 Joel Caucasian 3 BA/Credential Performance HS 
39 Tom Caucasian 17 BA/Credential/MA Performance 
HS/College 
Current 
26 Hal Caucasian 3 BA/Credential Performance 
HS/College/ 
Professional 
34 Cole Caucasian 9 BA/Credential/MA Performance 
HS/College 
55 Dean Caucasian 31 BA/Credential/MA Performance HS 
60 Len Caucasian 37 BA/Credential/MA Pedagogy College 
55 Dan Asian 
American 
20 BA/Credential Performance 
HS/College/ 
Professional 
40 Donald Caucasian 17 BA/Credential/MA Performance 
Vocal 
38 Graham Caucasian 8 BA/Credential/MA Performance 
HS/College 
31 Taylor Caucasian 10 BA/Credential/MA Performance 
HS/College/ 
Current 
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Appendix B: CMEA Bay Section Counties 
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APPENDIX C: Consent Form	
 
Dear Interviewee, 
 
As part of my dissertation research at Boston University, I am interested in understanding 
what motivates high school music educators to participate in California Music Educators 
Association (CMEA) - Bay Section competitive jazz festivals.  
 
The primary vehicle for obtaining information from participants will be through an 
interview at his/her teaching site. If you agree to be interviewed, your participation is 
completely voluntary and you may stop at any time. Interviews will last approximately 
sixty minutes, and all responses will be confidential. 
 
It is my intent to maintain confidentiality of data received from informants, and keep risks to a 
minimum. Each informant will receive a copy of his/her interview transcript. To that end, 
dates/times/locations of each interview will be cross-referenced in the researcher’s personal log and 
interview protocol so that each informant will receive the correct transcript of their interview. 
Because of this cross-reference, there is a potential risk of a loss of confidentiality. To further 
minimize risks, the researcher will assign each informant and high school a random number, and all 
data collected from interviews, observations, and document collection will remain in the possession of 
the researcher in a locked cabinet.  
 
There are no direct benefits from participating in this research study. 
 
If you have any questions about this, please contact me at the following address: 
Robert Calonico 
352 Falcon Way 
Hercules, CA 94547 
510-691-2329 
bcalonico@comcast.net 
You may also contact my advisor, Dr. Keith Kelly, at the following address/phone 
number: 
 
Paradise Valley Community College 
18401 N 32nd St. 
Phoenix, AZ 85032 
602-787-7345 
keith.kelly@paradisevalley.edu 
 
You may obtain further information about your rights as a research subject by calling the 
BU CRC IRB Office at 617-358-6115. 
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APPENDIX D: Interview Protocol 
Age, race, and gender of interviewee, date, location, and time of interview:	
Reminder to turn on recording device---Question 1 addresses director profile information	1. Please tell me about your background:	a. Degrees earned	b. Years of teaching experience  	c. Jazz education and performance specifically	
Questions 2-17 addresses competition, motivation, and effectiveness of festivals.	2. What are your feelings about competition in music education? 	a. Have your feelings changed through participation? 	b. Are there particularly helpful or unhelpful elements in competitions?	3. As an educator, are there any particular personal or professional needs satisfied 
through your participation? 	4. What are your reasons and/or motivation for participating in competitive jazz 
festivals? Is the decision to participate yours alone?	5. What do you take away from the experience of participating in competitive jazz 
festivals?	6. What experiences from your background (i.e., education or musical performance) 
influence your decision to participate? 	7. Are there any non-musical factors that affect your decision? 	
a. What are they? 	
b. What weigh heaviest in your decision?	
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8. What meaning do you or your students attach to a higher or lower rating?	9. In your experience, what bearing does the difficulty of literature performed have 
on ratings earned?	10. How are the ratings earned perceived as a form of assessment by you or your 
administration?	11. Please comment on the value of festivals to you and your students.	12. In what ways does your preparation for festivals differ from other musical 
ventures?	13. What are your perceptions regarding the feedback you receive from adjudicators? 	a. Are you generally satisfied or unsatisfied? 	14. Do you feel that artistic and educational integrity are maintained in competitive 
structures?	15. If jazz festivals were entirely up to you, how would they be organized? 	a. What would you include? 	b. What would you eliminate?	16. Any additional comments about competition, jazz, or your own motivation to 
participate in competitive jazz festivals?	
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Appendix E---Adjudication Rubric 
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 o
f i
m
pr
ov
is
ed
 s
ol
os
.
T
IM
E
 
T
 P
ul
se
 a
nd
 te
m
po
 a
re
 in
co
ns
is
te
nt
.  
 
T
 R
hy
th
m
ic
 d
riv
e 
is
 o
fte
n 
la
ck
in
g 
an
d 
st
ea
di
ne
ss
 o
f b
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 d
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 d
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r l
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 d
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 p
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.
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l c
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re
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w
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 p
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r d
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 c
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 c
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 m
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l p
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